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Hactosxmaan 6pomropa mpegzcTtaBisnet co6ol HaydHoe coobimeHue, 
lIpeqHasHaieHHoe JIA yuacTHHKOB Kpyzilozo cmoa πὸ προῦπομδμ «Tl MMHO- 
TrpapuvecKHX 2KaAHPOB UM UX MY3bIKANDHOM TPaKTOBKM B BU3aHTHHCKOM ΠΕΒ- 
YeCKOM HCKYCCTBe>, BKJIIOUCHHOTO B Iporpammy XX MeoxgyHapoguoro Kour- 
rpecca BH3aHTHHUCcTOB (19-25 asrycta 2001 roga, Ilapux). B ocHose 
ΠΥ ΠΗ ΚΥΘΜΟΓῸ ΘΟΟΘΊΠΘΗΜΗ JexaT ΦΑΚΤΡῚ HCTOPHU BHSAHTHMCKOM My3bIKU 
IV-IX cromeTuu, ΚΟΤΟΡΒΙΘ He ΠΟΙΠΒΙΟΤΟΙ͂ yOequTeNbHOMy OObACHEHHO 6 
TOUKH GPCHUA COBPeMeHHBIX XPOHOJOrUYecKHX UpezcTaBIeHuh. 


This brochure is intended for the participants in the round table, 
«Hymnological genres and their musical treatment in Byzantine chant». 
The round table is included in the program of the XXth International 
Congress of Byzantine Studies (19-25 August, 2001, Paris). At the basis 
of my argument in this brochure lie facts from the history of Byzantine 
music of IVth—IXth centuries which do not agree with the currently 
dominant notion of the chronology of events. 
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§ 1. Tesauc 


Untaa Β Cauxt-Iletep6yprekKoH KoHCepBaTOpMu Kype 
«BusaHTHHcKOM MysbIkasIbHOH KYJIBTYPbI», yoKe Ha OAHOM 3 
Il€pBLIX JIEKI[Mii A BLIHy2KJeH KacaTbcA HcTOpNyecKoH Mepuo- 
ΒΔ 9. IToro Tpe6ywT He TOJIBKO MeTOAMUeCK Me 3aBeTEI «OT- 
IlOB» TleqaroruvkKu, HO M CTpeMJIeEHHe M3NOMKUTL cosepoKaHne 
Kypca B opMe, HanGoslee NOMHO COOTBeTCTBYHWUeH CBUJeTeb- 
CTBaM HCTOUHMKOB. VM 3yecb cpasy Κ8 BOSHUKaeT Lean cepa 
ΠΡΟΟῦΠΟΜ, HallpHMyW CBAH3aHHEIX C COBPEMCHHbIMM HayYHbIMH 
IIpeAcTaBJleHHAMH Οὔ HcTOpHH MU XPOHOMOTMM BUSAHTMHCKOH 
MY3BIKH. 

HlelicTBUTeIBHO, CaMble PaHHHe H3 MMeIOLIMXCA B paciio- 
PAXKCHHH YUeHLIX HCTOUHHKOB, M3y4eHve KOTOPBIX CcMoco6OHo 
COOPMUpPoOBaTh ΟΥ̓ΚΙΘΗΜΘ 06 oco6eHHOCTAX 3Byu4aBlleH My3bl- 
KH, JaTupyWTca ΤΟΠΡΚΟ py6exom IX-X BB. OTO NATb MeBuec- 
ΚΗ͂Χ PyKoMvceH, 3alMcaHHbIX B PaSHOBHAHOCTAX MaJleoOBH3aH- 
THUcKoH HoTalMnu. Cpeaqw Hux NepBble TDH — B Tak Ha3sblBaeMon 
uwapmpcKoil, a Be OCTaJIbHbIe — B KoaleHoecKol: 


1 Cm.: Thibaut J.-B. Monuments de la notation ekphonetique et 
hagiopolite de l’eglise grecque. St. Petersburg, 1913. Hoeg C. The 
Hymns of the Hirmologium I: The First Mode. The First Plagal Mode. 
Kopenhagen 1952 (Monumenta Musicae Byzantinae = MMB). P. XIV. 
Palikarova Verdeil R. La musique byzantine chez les Bulgares et les 
Russes (du IX* au XIV® siecle). Kopenhagen 1953 (MMB. Subsidia 
III). P. 112. Strunk O. Specimina notationum antiquorum. Kopenhagen 
1965 (MMB VIII) 7, 11-15. ®parmentT otToli pykonucu, IpuBeseHHH 
B Iletep6ypr sp XIX sexe Ilopbupuem YcnencKumM, xpaHutTca B Poc- 
cuvickol HallMoHaIbHOK OuGAUOTeKe Nog mudpom I'pevecraa 361; ero 
omucaHue cm.: Fepyuuan E. Tpeueckue My3bHKaibHbie pyKomucn ΠΕ- 
Tep6ypra. T. I. Cauxt-Ilerep6ypr, 1996. C. 49-50. Cm. ταῦθ: Ox 
aee. B noucKax necHoneHuuw Tpeseckot Ilepxsu. Ilopbupunm Yeneu- 
CKUM M ero KOMNCKUMA TpeveCKHX MYSbIKAIbHbIX PyKOMMceh. CauxKT- 
Tletep6ypr, 1996. C. 107, 112, 118, 119, 125-127. 


§ 1. Thesis* 


When presenting a course on «Byzantine musical culture» 
at the Saint-Petersburg Conservatory, I am forced in one of 
my first lectures to deal with the problem of historical 
periodization. I must do this not only because it is demanded 
by the methodical precepts of «the fathers» of pedagogy, but 
also due to my aspiration to state the subject of the course in 
away, that most corresponds to the evidence. A whole set of 
problems arise at this point. These problems are closely related 
to the modern scientific conception of history and the 
chronology of Byzantine music. 


These sources are 7 

five chant manuscripts, written in varieties of Palae-Byzantine )¥ =) “< 
notation. First three manuscripts are written in a so-called 
Chartres notation, and the last two — in cols notation: 


* T sincerely thank my friend professor Peter Weisensel (Macalester 
College, St. Paul, Minnesota. USA) for editing the English text. 

1 Thibaut J.-B. Monuments de la notation ekphonetique et ha- 
giopolite de l’eglise grecque. St. Petersburg, 1913. Hoeg C. The Hymns 
of the Hirmologium I: The First Mode. The First Plagal Mode. 
Kopenhagen 1952 (Monumenta Musicae Byzantinae = MMB). P. XIV. 
Palikarova Verdeil R. La musique byzantine chez les Bulgares et les 
Russes (du IX* au XIV° siecle). Kopenhagen 1953 (MMB. Subsidia III). 
P. 112. Strunk O. Specimina notationum antiquorum. Kopenhagen 
1965 (MMB VIII) 7, 11-15. A fragment of this manuscript, brought 
to Saint-Petersburg in the XIXth century by Porfiry Uspensky, is now 
held in the National Russian Library with press-mark [pevecras 361; 
see its description in: Tepyman E. [peyeckue My3biKkaibHbie pyKonucu 
Tlerep6ypra. T. I. Canxt-Iletep6ypr, 1996. C. 49-50. See more about 
it: Idem. B nmouckax necHoneHuit Tpeueckon Ileprsu. Tlopbupun Yc- 
eHcKUM ΘΓῸ KOMMeKUMA TpevecKUX MYy3bIKaIbHbIX pykKonMceH. CaHKrT- 
Tlerep6ypr, 1996. C. 107, 112, 118, 119, 125-127. 
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Codex Lavrae B. 32 (152) Ἑἱρμολόγιον (X B.)’; 

Codex Lavrae G. 12 (252) ᾿διόμελα Τριῳδίου καὶ Πεντηκοσ- 
topiov (X B.)?; 

Codex Lavrae G. 67 (307) Στιχηρὰ Ὀκταήχου, ᾿Ιδιόμελα 
Τριῳδίου καὶ Πεντηκοσταρίου (X B.)%; 

Codex Petropolitanus 557. DparmentT Εἱρμολόγιον (X 8.)"; 

Codex Patmosus 55. Eippoadyiov (X B.)?. 


Bee apyrve usBecTHble HbIHe ΠΘΒΊΘΟΚΗΘ HOTOrpaduueckue 
MaMATHUKU ΠΡΗΒΉΒΔΗΡΙ Goslee 103HHMH Ηὶ ΠΟ CBOMM Masleorpa- 
(buuecKuM Mpu3sHakamM yZaTupylwrTca XI u XII croneruamu. Ta- 
KOBa OOMeNpMHATAA TOUKa speHuaA®. 


2 Tillyard H. J. W. The Stages of the Early Byzantine Musical 
Notation // Byzantinische Zeitschrift, 35, 1952. P. 29-42. Raasted J. 
A Primitive Palaeobyzantine Musical Notation // Classica et Mediaeva- 
lia 23, 1962. P. 302 (agech sToT NaMATHUME oWMb60uHO ONpeyzemeH Kak 
3allMcaHHbIit B «HOTaMM TaTbI>, T. €. B HOTHOM IIMCbMe, ΘΟΠΒΡΌΚΘΠΙΒΜ 
3Hak «©», HO BUOCIe,CTBUM Takad TOUKAa speHuA 6Ε1 πᾶ UsMeHeHA). 

8 Gastoue A. Introduction a la paleographie musicale byzantine. 
Catalogus des manuscrits de musique byzantine de la Bibliotheque Na- 
tionale de Paris et des dibliotheques publiques de France. Paris, 1907. 
P. 96-98. Tillyard H.J.W. Fragment of a Byzantine Musical Handbuch 
in the Monastery of Laura on Mt. Athos // Annual of the British School 
at Athena, 19, 1912-1918. P. 95-117. Palikarova Verdeil R. Op. cit. 
P. 123-125. Strunk O. The Antiphons of the Oktoechos // Journal of 
the American Musicological Society, 13, 1960. P. 51-53. Idem. A Further 
Note on the Proper Hymnus for Easter // Classica et Mediaevalia, 22, 
1961. P. 180. Idem. Specimina notationum antiquorum. P. 17-20. Idem. 
H. J. W. Tillyard and the Recovery of a Lost Fragment // Studies in 
Eastern Chant I, 1966. P. 95-103. 

4 Thibaut J.-B. Op.cit. P. 65. Palikarova Verdeil R. Op. cit. P. 112. 
Strunk O. The Notation of the Chartres Fragment // Annales Musicolo- 
giques 8, 1955. P. 24. Velimirovic M. Byzantine Elements in Early Slavic 
Chant. Kopenhagen 1960 (MMB. Subsidia IV). P. 41 m apyrne. Iepu- 
man E. Tpeteckue MysbikKanbubie pykonucu Ierepoypra. T. I. C. 40-47. 

5 Strunk O. The Notation of the Chartres Fragment. P. 24. Idem. 
Specimina notationum antiquorum 7, 12. Raasted J. Hirmologium 
sabbaiticum. Kopenhagen, 1968-1970 (MMB VIII). P. 16. 

ὁ Cm., Hampumep: Marzi G. Musica Bizantina // Dizionario Enci- 
clopedico Universale della Musica e dei Musicisti. Vol. I. Roma, 1983. 
Ῥ. 358. Haas M, Byzantinische und slavische Notationen. Koln, 1973. 
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Codex Lavrae B. 32 (152) Εἱρμολόγιον (X s.)!; 

Codex Lavrae G. 12 (252) Ἰδιόμελα Τριῳδίου καὶ Πεντηκοσ- 
tapiov (X B.)’; 

Codex Lavrae G. 67 (307) Στιχηρὰ Ὀκταήχου, Ἰδιόμελα 
Τῤιῳδίου Kai Πεντηκοσταρίου (X Β.)"; 

Codex Petropolitanus 557. Φ ῬΆγμβητ Εἱρμολόγιον (X Β.}"; 

Codex Patmosus 55. Εἱρμολόγιον (X B.)°. 

The rest of the known chant notation monuments are 
ascribed to later times, and according to their paleographic 
signs they are dated to the Xith and XIIth centuries. So, this 
is a generally accepted point of view®. 


-- »--.- . 


2 Tillyard H. J. W. The Stages of the Early Byzantine Musical 
Notation // Byzantinische Zeitschrift, 35, 1952. P. 29-42. Raasted J. 
A Primitive Palaeobyzantine Musical Notation // Classica et Me- 
diaevalia 23, 1962. P. 302 (this manuscript was mistakenly defined as: 
a codex written in «theta notation» — notation which includes a sign: 
«©». But later this opinion was changed). 

3 Gastoue A. Introduction a la paléographie musicale byzantine. 
Catalogus des manuscrits de musique byzantine de la Bibliotheque 
Nationale de Paris et des bibliotheques publiques de France. Paris, 
1907. P. 96-98. Tillyard H. J. W. Fragment of a Byzantine Musical 
Handbuch in the Monastery of Laura on Mt. Athos // Annual of the Bri- 
tish School at Athena, 19, 1912-1913. P. 95-117. Palikarova Verdeil R. 
Op. cit. P. 123-125. Strunk O. The Antiphons of the Oktoechos // 
Journal of the American Musicological Society, 13, 1960. P. 51-53. 
Idem. A Further Note on the Proper Hymnus for Easter // Classica et 
Mediaevalia, 22, 1961. P. 180. Idem. Specimina notationum anti- 
quorum. P. 17-20. Idem. H. J. W. Tillyard and the Recovery of a Lost 
Fragment // Studies in Eastern Chant I, 1966. P. 95-108. 

4 Thibaut J-B. Op. cit. P. 65. Palikarova Verdeil R. Op. cit. P. 112. 
Strunk O. The Notation of the Chartres Fragment // Annales Musicolo- 
giques 3, 1955. P. 24. Velimirovic M. Byzantine Elements in Early Slavic 
Chant. Kopenhagen 1960 (MMB. Subsidia IV). P. 41 and others. Iepy- 
wav Ε. Tpeueckue My3bikaibuble pykonucu [lerepoypra. T. I. C. 40-47. 

5 Strunk O. The Notation of the Chartres Fragment. P. 24. Idem. 
Specimina notationum antiquorum 7, 12. Raasted J. Hirmologium 
sabbaiticum. Kopenhagen, 1968-1970 (MMB VIII). P. 16. 

® See for example: Marzi G. Musica Bizantina // Dizionario Enci- 
clopedico Universale della Musica e dei MuSicisti. Vol. I. Roma 1983. 
P. 358. Haas M. Byzantinische und slavische Notationen. Koln, 1973. 
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B pesybTate, NowyuaeTcA, YTO Halll 3HAHMA O BH3AaHTHH- 
cKOH KyJIbType ΠΗΠΙΘΗΒῚ MCTOUHHKOR, CosepeKalljuX MY3bIK asib- 
HBIM MaTepuasl, 3ByuaBIIH B TepBble MATb CTOJIeTHUM ΘΗΝ 
BU38aHTHUcKOro ΟΟΠΙΘΟΤΒΆ, TO ecTb c IV no ΙΧ Bek BKIIOUNTENb- 
HO. J[paBya, He uckWUeHO, YTO B pyKonUcAx ΧΟ ΧΙ] BB. mpu- 
CYTCTBYIOT NecHONeHHA, ἨΒΧΟΠΗΒΠΙΉΘΟΗ B WEePKOBHOM ΟΟΉΧΟΠΘ 
enye paHee, MU fake ΒΠΟΠΗΘ BOSMOMKHO, UTO NOATBepKeHHe YTO- 
MY MO3KHO ΗΔΙΗ͂ΤΗ Β CBUJeTeJILCTBAX COBPEMCHHUKOB. OFHAKO B 
TAaKOTO posa ACTOUHUKAaX, COOTHOCHMBIX HbIHe c [V-IX cronerus- 
MH, perHcTpMpyloTtcA TONLKO HasBaHHA ΠΘΟΗΟΠΘΗΜΙΠ ΜΠῊ AX 
initium. Ilosromy oHv He B COCTOHHHMH ΠΆΤΕΡ cBeeHUA O 3By4aB- 
IUMX MeJIOMUAX, NOCKOJIbKY XOPOLIO H3BECTHO, UTO OHM MU Te 
ΚΘ TEKCTbI HepeAKO pacneBasIMch Ha pasHble Meviocbl. Ilostomy, 
MMex B CBOeM pacllopAyKeHHH OOLIM PHI CBO ΠΘΟΗΟΠΘΗΜΗ͂, co- 
JepKalluxca B pykouuceax IX-X u ΠΟΟΠΙΘΗΨΙΟΠΙΗ͂Χ cToneruH, 
MBI JIMIM€HbI BO3MOKHOCTH YCTAHOBUTh, 3By4aJIM JIM AMeHHO 
9TH MesIOChI B ΠΡΟΠΙΠΘΟΤΒΨΈΌΙΙΜΘ BpeMeHa. M, KoHeuHO, pu 
OTCYTCTBHUU HOTOTpaduyecknx UcTOUHMKOB IV—IX BB. HeT HHKa- 
KHX OCHOBAHHME Booblie TelaTh KaKMe-HMOYb 3aKIKOUeHVA O MY- 
3bIKaJIbBHOM ΜΒΙΠΠΠΘΗΜΗ STOTO 3Talla PasBUTHA HM Ο KOHKPeTHBIX 
ocOOeHHOCTAX MCNOMb30OBAaBIUeTOCA MY3bIKANIbHOrO MaTepuala. 

ΤΟ O6CTOATeEIBCTBO BLIHYHKTaeT ΠΗΦΦΘΡΘΗΠΙΡΟΒΒΆΤΡ ΒΟΙῸ 
MCTOPHW BH38aHTHMcKOH MYy3bIKM Ha [Ba MOUTH PaBHbIX ΠΟ ΠΡΟ- 
AOJIKUTENBHOCTU Nepwoga: NepBbili, «Ge3ss3By4UHLIM» — c IV πὸ py- 
Oexa IX—X BB., HW BTOpow, «3By4alIMi» — oT rpaHuubr IX—X ΒΒ. 
BIVIOTh AO TH6emn BusaHTHlickoH MMIIepHu B CepeguHe XV cTo- 
JleTus. Jlw6an Apyrad NepvosusallMA HaTasKMBaeTcA Ha Webi 
PA HepaspemmmMirx mpobsem’. ΠΡῊ strom cuexyeT NOCTOAHHO 


5. 71-79. Στάθης Γ. Τὰ Χειρόγραφα Βυζαντινῆς Μουσικῆς — “Aytov Ὅρος. 
T. Α΄. ᾿Αθῆναι, 1975. Σ. μδ΄ --με΄. Idem. Οἱ ἀναγραμματισμοὶ καὶ τὰ μαθήματα 
τῆς Βυζαντινῆς Μελοποιίας. ᾿Αθῆναι, 1975. 5. 48. Levy K. Byzantine rite, 
music of the // The New Grove Dictionary of Music and Musicians. 
Vol. ΠΙ. 1980. P. 554. Stohr M. Byzantinische Musik // Die Musik in 
Geschichte und Gegenwart. Bd. II. Kassel und Basel, 1989. Col. 589. 

ΤΟ Xoporo momHro Kak B KoHUe 70-x ΓΌΙΟΒ BMecTe ὃ ΠΡΗΓΠΘΙΠΘΗΜΒΜ 
YUACTBOBATL B CO3saHMM TpexTOMHUKa «HKHynptypa BusayTun», a moly- 
4M pabounl mpocnekT atoro u3naHuA. B Hem Bech KYJBTYPHbIM yHu- 
BepcyM OBIT MogpaszeneH Ha Tp ΠΌΡΟΣ δ, BbICTPOeHHBle B CorsacuH c 
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As a result we can see, that our knowledge of Byzantine 
culture sufferies from a lack of sources, which contain 
musical materials from the first five tenturies of Byzantine 
society’s life. This period extends from the IVth to the end 
of the [Xth centuries. It is possible that there are some chants 
in the Manuscripts of the Xth-XIIth centuries, used in the 
church service even earlier. Arguments in favor of this 
statement could be found in the evidence of contemporaries. 
But in these of sources, which pertain to the IVth—-IXth 
centuries, only the titles and initium of the chants are 
indicated. Due to this fact these sources are unable to give 
cany information about sounding melodies. We can make this 
statement based on the well-known fact, that same texts 
could easily be sung on different melos. That is why, even 
having a broad set of chants from the manuscripts of the 
IXth-Xth and latter centuries, we are unable to determine 
whether these particular melos were used in the previous 
centuries. And of course with this lack of notation sources 
of IVth-IXth centuries, there is no basis for making any 
conclusions regarding musical thought or particular features 
of musical material which was being used at that that time. 

This circumstance forces me to divide all history of By- 
zantine music into two almost equal periods: first period — 
«soundless» — from IVth until the late IXth — early Xth 
centuries; second period — «sounding» — from the late 
IXth — early Xth century until the fall of the Byzantine 
Empire in the middle of the XVth century. Any different 
way of periodizing will face a whole set of unsolved problems’. 


5. 71-79. Στάθης Γ. Τὰ Χειρόγραφα Βυζαντινῆς | Μουσικῆς --- ‘Aylov “Ὀροςὴ 
T. α΄. ᾿Αθῆναι, 1975. Σ. μδ΄ -με΄. Idem. Οἵ ἀναγραμματισμοὶ καὶ τὰ μαθήματα 
τῆς Βυζαντινῆς Μελοποιίας. ᾿Αθῆναι, 1976. 8, 48. Levy K. Byzantine rite, 
Vol. III. 1980. P. 564. “Stohr M. Byedntameche Μυβὶκ we Die Musi 
Geschichte und Gegenwart. Bd. IT>Kassel und Basel, 1989. Col. ae 
ΤΊ remember well how at the end of 1970s I was invited to partici: 
pate in writting a three-volume work called «The Culture of Byzan- 
tium». I also received an outline of this project. In that outline Byzan | 
tium’s cultural world was divided into three periods, a division which 
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NOMHMTL, UTO TaKkoe NospasseweHve oTpaskaeT He CcoOcTBeHHO 
pasBUTHe BU8AHTHMCKOHU MYS3bIKH, ἃ ΠΗ͂ΠῚΡ CepbesHbIN ΠΟ ΠῊΤ 
Ἡ ΜΘΙΟΙΠΘΙΟΘΗ͂ celuac B HallieM pacriopAxKeHUM MaTepMasia, KOTO- 
PbIii MOXKHO ΜΟΠΟΠΒΒΟΒΆΤΡ ΠΠΗ͂ ee PEKOHCTPyKUUH®. 


oOljeucTOpuyecKUMM IlpeaqcTaBNeHHAMNU 06 ΘΒΟΠΙΟΙΠΜ BUSAHTHMMcKorO 
o6ljecTBa, BO3MO2%KHO, ΒΠΟΠΗΘ O6ocHOBaHHEIMM. Ho MHe, KOTOpPOMY 
TIPeACTOANO cLeNaTb 0630p BM3AHTHMCKOM MYy3bIKaIbHOli KYIbTYPbI, Obim0 
COBepIIeCHHO ACHO, YTO MpeAIOKeHHAA TlepMOLM3salMA HAKAK He COOTBET- 
cTByeT, IIpexye Bcero, Kopllycy HcTOUHUKOB. Kpome Toro, y MeHA ObIIM 
Cepbe3Hble OCHOBAHMA CUMTATb, YTO STAIIbI BMBAHTMLickoM McTOpMu My- 
3bIKM (Kak MW OOOH MCTOPHU My3bIKNM) ΠΆΠΘΚΟ He Bcerga WWM Napal- 
J€IbHO oOLyeMcTopuyecKHuM IpoleccamM UM elle peske ABNAIOTCA IIpous- 
BOJHBIMM OT HUX. 51605 3auacTyIo DelicTByeT cBOA UcTOpM4ecKaa JOrMkKa, 
XOTH ONocpeqoBaHHO oTparKaloliad obievcropuyeckue ΤΟ ΠΟ. OF- 
HaKO Tora, B ΘΠΟΧΥ abcomIoTHOM TrereMOHHM MapKCHcTCKO-JIeHHHCKON 
MAeOIOrMM B Hallieli cTpaHe, Korfa 11060e HcTopMuecKoe ABM2KeHMe — B 
TOM ὩΜῸΠΘ M ΧΥΠΟΣΚΘΟΤΒΘΗΗΟΒ — OLLEHMBAOCh JIMMIb Kak CeACTBHe, 
3ABMCALee HCKAIOUMTEIbHO OT SKOHOMMUECKUX HM COUMaIbHO-obllecTBeH- 
HBIX NapaMeTpoB (6a3uc), HEBO3MO2XKHO ObINO BCTYNATb B WomemuKy (TeM 
6omee u3 Zamekoro Baagzusocroxa). B ΤΟΙ cuTyaumMu MHe He ocTaBatocb 
HMYeTo Fpyroro Kak, He OTPbIBaAch OT (baKTOB MCTOPMM BU3aHTHUcKoON 
MY3bIKM, ΜΘ ΠΟΤΕ MaTepuan ΠῸ 3afaHHol cxemMe. OfHako, K co?Kase- 
HMO, 3TO He BCerfa yaBasocb copMectTutTb. Cm.: Tepy.man Ε. Crayosiie- 
Hie [BU3aHTHMMickoM] My3bIKanbHol Kynptyppr // Kyaprypa BusaHTun. 
T. I: IV — nepspas nonopuua VII Bs. M.: «Hayxa», 1984. C. 618-631. Ox 
ae. PasBuTue ΜΥΘΒΙΚΑΠΡΒΗΟΙ͂ KyaAbTypHl [Busanruu] // Tam xe. T. II: 
Bropas NonopuHa VII-XII ΒΒ. M.: «Hayxa», 1989, C. 155-159. On xe. 
Mys3bikaibHad KybTypa ποθ Busantuu // Tam xe. T. III: XIII] — 
Tleppaa Nonopuna XV ss. M.: «Hayra», 1991. C. 528-550. 

8 MoxHo mpemionaraTb, YTO MMeHHO Mo aToi MpwunHe 3sHaMeHUTEIIi 
Tpyd SroHa Bennewa, o6baABIeHHBIN KaKx «UcTtopua» (cm.: Wellesz E. 
A History of Byzantine Music and Hymnography. Oxford? 1961), He cai 
TIODJIMHHBIM ONMcaHveM IIpomecca dBOMIOUMM BUBAHTHMMCKOM My3bIKaIb- 
HOM KyibTypbl. Ero KHura — MMUIb PAD paspo3HeHHBIX B8aplicoBOK — TO 
6osee riyOoKUX, TO HeCKOJbKO MoBepXHOCTHBIX, --- BbIWIeHeHHbIX M3 3TO- 
Tro lipoecca, SHaMeHaTebHO, UTO C TeX IIOP Mpollo yxe MOUTH ΠΟΙ ΒΘΚΆ, 
HO HUKTO 53 McceqoBaTelei BUZAHTHMMCKOM MY3bIKM (a Ha MX MasIOUMcJeH- 
HOCTb He ΠΡΧΟΠΜΤΟΝ *KaOBaTLCA) He pellaeTcA HallvcaTb ee McTOpUn. 
A BeXb 88 3TO BpeMA OCBOeHO 8ΗΔΎΜΤΘΠΒΗΟ Goble MaTepMama, dem GbIJ10 
U3BecTHO K cepeqwHe XX Beka. OyeBUAHO, OCHOBHAH IIpHynHa Takoro 
ΠΟΠΟΣΚΘΗΜΗ CBAZAHA BCe %Ke C «6e33BYUHOCTbIO» NepBLIX ΠΗ͂ΤΕ cCTOMeTUM. 


§ 1. Thesis A: 


It is also very important to remember that this type of division 
into periods does not show the development of Byzantine 
music. It just reflects a serious deficit of accessible materials, 
which can be used for the reconstruction of this process®. 


was based on a general, non-musical perspective of the evolution of 
Byzantine society. I was asked to write an overview of Byzantine 
musical culture, and it was clear to me by that time, that the 
proposed periodization does not correspond to the musical sources. 
Moreover, I had many reasons to think that phases of Byzantine 
musical history (as any other musical history) did not always follow 
general historical process and very rarely derive from them. There 
is a special historical logic in this field, which sometimes rejects 
general historical tendencies. But unfortunately during that time 
there was an absolute hegemony of Marxist-Leninist ideology in 
our country. And any historical movement (even in the field of art) 
was treated only as a result of economic and social changes. It was 
no use for me to get into arguments — especially from distant 
Vladivostok. In that situation I did not have any choice. So I tried 
to make my essay accord to the given outline, without deviating 
from the historical facts of Byzantine musical culture. However, 
my attempts were not always successful. See: Tepuman E. Cranos- 
menue [BU3aHTUMcKOK] My3bIKanbHOW KyubTypHI // Kyaptypa Bu- 
sautTun. T. I: IV — nepBas nonopuna VII ΒΒ. M.: «HayKa>», 1984. 
C. 618-631. Idem: PasBuTue My3biKanbHoH KyabTypb [BusayuTun] / / 
Ibid. T. II: Bropas nonospuna VII-XII ΒΒ. M.: «HayxKa», 1989. 
C. 155-159. Idem: My3tikanbHaa KyabTypa Mo3sgHei Busantun // 
Ibid. T. III: XIII — neppasx nonopuna XV ΒΒ. M.: «Hayka», 1991. 
C. 528-550. 

8 We can assume that due to this reason a famous work of Egon 
Wellesz, which he calls «History» (see: Wellesz E. A History of By- 
zantine Music and Hymnography. Oxford? 1961), is not an authentic 
description of the evolutionary.process in Byzantine musical 
culture. His book is just a set of uncoordinated sketches, extracted 
from this process. Some of them are rather deep, and others quite 
shallow. Since the publication of Wellesz’s work, none of the scientists 
who study Byzantine music (and there are quite a lot of them) dare 
to write the history of it. But we must remember that many more 
materials have been discovered and studied than in the middle of the 
XXth century. Probably, the main reason for this situation is somehow 
connected to the first five «soundless» centuries. 
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OyHakO HeEBO3MO2KHO OrpaHH4UTLCA AMUIb KOHCTaTalven 
omvcaHHol cuTyaunuu. Ona TpebyeT o6bacHeHUA. B camo Jere, 
ΚΑΚΗΜΗ ΠΡΗΉΎΜΗΔΜΗ BLI3BaHO CTOJIb GeclepcneKTUBHOe ΠΟΙΟ- 
skeHHe? Tlouemy oT yKasaHHbIX ATM cTONeETHM ΘΗΝ BbICO- 
KOKYJIbBTYPHOrO ἡ OypHO pasBuBaBlWeroca OOUecTBa He coxpa- 
HMJIOCb HAKAKHX NMAaMATHMKOB 3By4alllel My3bIKH? 

Be3 oTBeTa Ha 3TH ΒΟΠΡΟΟΒῚ HEBOSMOJKHO ΠῸ JOCTOMHCTBY 
OI[€HUTh yCJIOBHA, B KOTOPbIX OKasbIBaeTCA KAMKAbIN, KTO PeUIMT- 
CA M3y4aTb My3biKaJIbHy!lO KYJIbTypy BusaHTuH. O6baAcHeHUA He- 
OOXOZUMBI HM CTYJeCHTAaM, UTOOLI OHH MOHUMAJIN, HACKOJIBKO orpa- 
HHMUeHEI ΟΘΤΌΠΗΞΙΠΗΜΘ CBEACHMA O MY3bIKe ΠΘΌΒΡΕΙΧ NATH CTOJIe- 
THH ΒμΘΔΗΤΗΜΠΟΚΟΙ͂ umnepuu. Begb «6enoe NATHO» 3acTHJIaeT 
MOUTH MOMOBUHY OTIyUJeHHOrO eH BpeMeHH, a CBeEeHUA 06 oTOK 
MOCTATOUHO ΠΡΟΠΟΠΟΚΜΤΘΠΡΒΗΟΙ͂ 9ΠΟΧΘ MOJKHO “epMaTb TOJIbKO 
M3 HecheWMasIbyHblX MCTOUHMKOB (ΟΟἸΠΙΘΒΟΤΟΡ ἸΘΟΚΗ͂Χ, NaTpHcrTu- 
yeCKUX, arMorpaduyuecKHx, ΠΗ ΠΠΟΜΑΤ ΜΈ ΘΟΚΗΧ UT. π.). Ho xo- 
POIIO U3BeECTHO, ἯΤΟ C UX ΠΟΜΟΠΙΒΙῸ MO2KHO BbI ABUT ΠΗ͂ΠῚΡ ΒΗΘΠῚ- 
He COOLITHA MU akThl, ABJIAIOU[MecH ΠΠῊ MCTOPHM My3bIKH, Β 
KOHeUHOM cueTe, IOSOUHBIMH. Camoe ΚΘ ΓΠΆΒΗΟΘ — co6cT BeHHO 
MYy3bIKaJIbHbIM MaTepHasI —- ocTaeTCA ΒΗΘ ΟΦΘΡΒΙ AocAraemoctTy. 

TakoB HeyTeIIHTeLHbIM BLIBOA, CleXYIOUU u3 aHamH3a 
Bcero yljeyieBllero MaTepHasia, ἢ He CUMTATLCH C HUM IIpocTo 
H€BO3MO0)KHO. 

Bmecte c TeM, ecu Hayka CMHMpHJlacb C OHMCaHHbIM ΠΟΠῸ- 
JKeHHeM, TO OHA JOJIKHA XOTA ObI HaSBATb OOCTOATEJILCTBA, 
TIpuBeyuive Καὶ CTOMb GecnepcNeKTMBHOM cCuTyalluu. 


§ 2. AprymeuHtsi 


PasMbIlIeHHA Ha Wpo6semMou NosBoNAIOT ccshopmys1upo- 
ΒΆΤΡ leJIbIM PA Kak OObeKTMBHBIX, TAK MU CyObeKTUBHBIX ΠΡΗ- 
4HH, KOTOpbie Ha ΠΘΡΒΒΙ ἢ BSA Kak ὅν ΤῸ OOLACHAIOT yrpaTy 
ΟΘΟΙΠΘΗΗΒΙΧ NaMATHHKOB BUSAHTHMCKOlM My3bIKaIbHOM KyJIbTY- 
ppt. BkpatTie OHH CBOAATCA Καὶ ΟΠΘΗΨΙΟΙΠΗΜ. 

BO-ITEPBBIX, xopomtio usBecTHo, ΤῸ NamMpyc, ΘΠ ipuMeHAB- 
WIMiicA B Ka¥uecTBe ΠΗΟΊΘΙΟ MaTepHasia B NepHog cTaHoBsIeHHA 
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However, it is impossible to limit one’s self to description 
alone. It is not enough just to mention the fact of the existence 
of this problem. This situation must be explained. Really, 
what are the reasons? Why does everything look so hopeless? 
How is it possible, that five centuries of music in a developing 
society with an incredibly high level of culture have just 
vanished? 

Without answering these questions it is impossible to ' 
evaluate the situation, which faces every person who wants 
to study the musical culture of Byzantine. These explanations 
also are vital for students. They help to understand how 
limited is knowledge about music of first five centuries of 
the Byzantine Empire. This «blank spot» covers almost half 
of the process. And information about this epoch could be | 
extracted only from non-specialized sources (historical, / 
patristic, hagiographic and diplomatic etc.). But it is well 


\ 


known, that these sources help to uncover only external | 


events and facts, which usually are not of vital importance \ 


for the history of music. The most important thing — musical 
—— eee 
materjale— unfortunately have not survived. 

So, this conclusion flows from an analysis of the materi- 
als that escaped deStruction- And it is impossible to set this 
fact aside when doing the research. 

Nevertheless, even if science is powerless in facing this 
problem, it must describe and talk about the facts. 


§ 2. Arguments 


Contemplation of this problem helps to formulate 

a whole set of objective and subjective explapations for 

the disappearance of these priceless monuments of By- 

zantine musical culture. Let’s briefly look at these expla- 
nations-—_ 

(FIRST, It is well known that papyrus used as writing 

material in early Byzantine times was fragile and easily 


\ 


\ 
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BusaHTuickon AMMepun, ObI XPyNKMM, JIOMKMM, a NOTOMY He- 
HONTOBeuHBIM. ΚΕ y2xe 910 camo ΠΟ ce6e JOJLKHO OBIIIO Tpegolpeje- 
JIATL OFPaHHUeHHHIM ΠΘΡΗΟΠ ΚΟΠΟΠΒΘΟΒΔΗΜΗ͂ KaoKJOrO HOTHOTO 
TeKCTa, 3allMcaHHoro Ha Manmmpyce. [lostomy ΜΟΣΚΘΤ NoKasaTEcA 
BIIOJIHe ECTECTBEHHLIM, UTO CaMble PaHHHe H3 COXpaHMBILUXcA 
BH3aHTHHCKUX TeByecKHX PyKONMceH — MepraMeHHble, Tora 
Kak MallupycHble MCTOUHHKU BOBCe He COXpaHHJIMCh. 

BO-BTOPBIX, xopomio 13BecTHO, UTO MHOTOUMCJIeHHbIe ΟΤ ΧΗ - 
Hble GeqcTBUA, — ΗΔ ΜΗΔ OT UacTbIX ΠΟΡΚΆΡΟΒ MW KOHYAA CTpalll- 
HLIMVM MW paspylIIMTeIbHbIMH 3eMJIEeTPACeHHAMU, — COTpPACcalu 
BCHO MMMepuio U Gombuie Bcero KonctaHTHHonob. Jia npumMepa 
AOCTaTOUHO BCIOMHUTh, XOTA 6bI, TparnuecKHK 9ΠΗ8301, Mpouc- 
WeAIUMi B CAaMOM KoHIle WapcTBOBaHHA Bacusucka, B 476 rony, 
Kora BO ΒΡΘΜΗ OyHTa KTO-TO Nos Ker 6uOIMOTeKY, XPAaHUBILLy1w 
οκοσο 120 000 nanupycHBIX CBHTKOB, αὶ PyKONHCH HeBO3MO)KHO 
ὅβμιπο cnactu. Bot kak 06 9TomM mumwetT Moany Sonapa’®: 


OD κρατοῦντος ἐμπρησμὸς ἐν 
Κωνσταντινουπόλει ἐγένετο μέ- 
γιστος, ἐκ τῶν Χαλκοπρατίων ἀρ- 
ξάμενος καὶ πάντα τὰ προσεχῆ 
τούτοις νεμηθεὶς καὶ ἀποτεφρώ- 
σας, τάς τε τῶν δημοσίων πλα- 
τειῶν στοὰς καὶ τὰς αὐταῖς ἐπι- 
κειμένας οἰκοδομάς, ἀλλὰ μὲν καὶ 
αὐτὴν τὴν κεκλημένην Βασιλικήν, 
καθ᾽ ἣν καὶ βιβλιοθήκη ἐτύγχανε 
δώδεκα μυριάδος βιβλίων ἀποκει- 
μένων ἐν αὐτῇ ἔχουσα. 


Kozda Koncmanmunonosem 
06 1a0eN NOCap, OH OKA3ZaJica 
OONbULUM; HAYABULUCb 6 XaN- 
Konampuax, ucmpebue ἃ uc- 
nenelue 6ce npusezaiousee K 
HUM, OH Halemel Ha OOule- 
CM6EHHbLe NOW AOU U 30aHUA, 
a make Ha caMY Mak Ha3bl- 
6aemyio Oa3zudAUKy, 6 Komopol 
Haxodusach 6ublUOMeEKa, οὔ- 
παδαιοιμαα 120 000 xpana- 
wuxca [6 Heu] KHUZ. 


SHAaMeHUTHIK TpexXJHeEBHbIM Mo oKap, NOIbIXaBIUIHH BO Bpe- 


ΜΉ BoccTaHHA 532 ΤΟΠΒ, NOMyUMBILero Ha3sBaHMe «Huka», Tak- 
ΚΘ He Mor ΠΡΟΪΤΗ GeccneqHO ZA CyqbObl MHOTMX PyKorHcen. 
BcnoMHUM, 4TO ΠΟΡΒΒΙΪ Troy IpaBseHHA uMIIepaTopa Maspu- 
KMA (582 Tr.) TakoxKe ΟΘΗΔΜΘΗΟΒΆΠΟΗ TpaHMO3HbIM No Kapom, 
KOTOpbIM HauasicA Ha (opyMe HM paclipoctpaHHsca Ha OosbIULIyw 


9 Zonarae Joannis Epitomae historiarum libri XIII. Ex recensione 
M. Pinderi. Bonnae, 1897. P. 130-181. 
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breakable. So this material did not last very long. This fact 
itself determines a limited life for any notation text written 
on papyrus. So, it seems evident, that the earliest survi- 
ving Byzantine chant manuscripts are those written on 
parchment, and that nothing written on papyrus has 
survived. 

SECOND. It is well known that multiple disasters such 
as frequent fires and terrible destructive earthquakes were 
very common on Byzantine-erritory. Most of them happened 
in Constantinople. As a good example we can mention a tragic 
episode, which occurred at the end of the Basiliscus’ 5 reign, 
in 476. In that year during a riot someone set on fire to a 
library, which contained 120; 000 papyrus scrolls. All of 
the manuscripts were destroyed. This is how Ioannes Zonaras 
describes this incident®: 


Οὗ κρατοῦντος ἐμπρησμὸς ἐν 
Κωνσταντινουπόλει ἐγένετο μέ- 
γιστος, ἐκ τῶν Χαλκοπρατίων ἀρ- 
ξάμενος καὶ πάντα τὰ προσεχῆ 
τούτοις νεμηθεὶς καὶ ἀποτεφρώ- 
σας, τάς τε τῶν δημοσίων πλα- 
τειὼν στοὰς καὶ τὰς αὐταῖς ἐπι- 
κειμένας οἰκοδομός, ἀλλὰ μὲν καὶ 
αὐτὴν τὴν κεκλημένην Βασιλικήν, 
καθ᾽ ἣν καὶ βιβλιοθήκη ἐτύγχανε 
δώδεκα μυριάδος βιβλίων ἀποκει- 


μένων ἐν αὐτῇ ἔχουσα. 


When Constantonople was co- 
vered with fire, it happened to 
be great; it started in Chal- 
kopatriai and destroyed and 
reduced to ashes everything 
that was close to that place, it 
swept across administrative 
squares and buildings and then 
absorbed the so-called basilica 
itself, where the library was lo- 
cated, which contained 120,000 
books stored [in it]. 


Many manuscripts must have been lost during a fa- 


mous three-day fire in the 50. o-called «Nika» 1 riot in 633. 

As we remember, the first year ar of the 6 emperor τ Maurice’s 
reign (582) was also famous for a terrible huge fire, which 
started-on the forum and spread almost over all Cons- 
tantinople. We can only guess how many other big and 


9 Zonarae Joannis Epitomae historiarum libri XIII. Ex recensione 
M. Pinderi. Bonnae, 1897. P. 180-131. 
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ἜΔΟΤΕ HoucTaHTHHoMosA. A CKOJIBKO aHasIOrMUHbIX GOJIbLIMX U 
MAJIBIX TlO9KAPOB OCTaJIOCh HE3APEFMCTPUPOBAaHHbIMU Ha CKPH- 
ΚΆΠΗΧ HCTOPHH? 

K TakuM Ke HaryOHbIM ΠΟΟΠΘΠΟΤΒΗΗ͂Μ IIpHBOAMIIM ἢ 3eMmsie- 
TpAceHuA. Camble CHIBHbIe M3 HHX ΠΡΟΜΟΧΟΠΗΠΗ B 40-x ΓΟΠΒΧ 
V Beka uM ocobeHHo 21 ceHTAOpA (NO ApyruM ΠΒΗΗΡΙΜ 25 cenTs6- 
pa) 447 roga. Uctopua sapukcuposBala cepHio ΟΠΨΟΤΟΙΠΙΜΤΘΠΕ- 
HBIX 3eMJIeTpACeHHH B 438, 450, 525, 528 (29 ποπ6ρ5), 536, 554 
(16 aBrycta), 557 (7 okTa6pa) 558 (14 ποκδῦρ5), 582, 599-600 
(KOrfa CTHXMA COMmpoBooKAalach CBUPellcTBOBABIel ΠΗ ΠΟ ΜΗΘἤ 
UyMBI). AKTHBHBIe 3eMJIETPACeHHA TpokaTHucbh TakoKe B VIII 
(OfHO 38 HAX ΠΡΟΜΒΟΙΠΙΠΟ Hesagouro AO KOHYMHbI AMMepatTopa 
“1888 ΠῚ Ucappa, 25 oxtaépa 741 roga) u IX (Hampumep, 9 AHBa- 
pa 869 roga) Bekax, a B 989 γοῦν KoNeGaHHA NOUBBI GBIJIM CTO 
CHJIBHBIMM, UTO YacTH4HO O6pyllunsicnA jaxKe xpam CB. Cocdun”. 
TlogcuutaHo, ate Mexgy 404 u 960 rr. TonbKo KonctaHTuHo- 
NOJIb Nepexnua 18) raxKenetmux 3semuieTpaAceHuii |. 

Ha nepudepuu BusautTulickoli uMMepHu semmeTpsace- 
HUH Take MIPHHOCHAHM cTpaqaHHA JWAAHM  ΠΡΗΒΟΠΜΠΙ K 


10 ΒΟΠΒΗΙΜΗΘΊΒΟ sTUX Tparvueckux JaT sapuKceupoBaHo B ΤΉΠΗ- 
xe Cs. Coun (XI B.), usioxeHHOM B TlepraMeHHOM KogeKce X Beka 
Codex Patmosus 266 (cm.: Tmumpueecruit A. Onucanue mmrypruuec- 
KMX pykKonuce, xpaHauimxca Β O6OMOnMOTeKax IIpaBpocnasHoro Bocto- 
xa. T. 1: TUPIKA. Kues 1895. C. 1-152. Ομ. taxxe: Theophanis Chro- 
nographia. Recensuit C. de Boor. Vol. I. Lipsiae 1883. P. 37, 56, 93, 
96, 125, 168, 222, 226, 229, 252, 412, 416, 464, 470. Pauli Diaconi 
Historia miscella // Patrologiae cursus completus, series latina, ed. 
J. P. Migne (= PL). T. 95. Col. 980, 989B — Cu apyrnue. B autypruue- 
CKMX TeKCTaX ΜΟΣΚΗΟ HaliTM fake «ΚΟἋΉΟΗ cmpax mpyca» (26 oxTHO6pa; 
em. Tpe6uuk [Bennxui]. Mocxsa, 1884 — penpuut: ΟΠ6., 1995. C. 111), 
c aKpocTuxom (620 36 Kpaecmpouue) ὃ Χριστὲ τῆς γῆς τὸν κλόνον παῦσον 
ταχέως (Ο Xpucme, 3emiu κοπούσημο yomaeu eckope ), KOTOpEIM Tpaaquuua 
TpunuchiBaeT «necHonucny Mocuby» (um Ta Ke ΤΡ ΠΣ olpenenser 
BpeM4 ero »xusaHu IX cToneTueM); cm.: Pusapem (CTymunescuun JT. T.). 
Uctopuyeckuit o630p MecHoTeBleB M ΠΘΟΗΟΠΘΗΜΗ͂ ΓΡΘΊΘΟΚΟΙ LepKBu. 
CH6., 1902? (penpuutHoe nepeusqaHue — Csato-Tpouukas Ceprnuesa 
JIappa, 1995). C. 299-300. 

11 Baldouin J. The Urban Character of Christian Worship. The 
Origins, Development and Meaning of Stational Liturgy // Orientalia 
Christiana Analecta 228. Roma, 1987. P. 171. 
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small fires occurred, but which were not registered in 
historical annals. 

Earthquakes led to ruinous consequences too. The most 
severe earthquakes took place in the 40s of the Vth century. 
One of the greatest earthquakes happened on the 21* of Sep- 
tember (different data: 25'* of September) 447. Chronicles 
also registered a series of disiStrous earthquakes in 438, 450, 
525, 528 (29 of November), 536, 554 (10 of August), 557 
(7'* of October), 558 (14 of December), 582, and 599-600 
(when disasters were walking hand by hand with epidemic of 

\plague). Active earthquakes swiped over Byzantium in the 
VIlIth century. One of them happened not too long before 
Emperor Leo III, the Isaurian’s death (25'" of October, 741). 
In the IXth century one of the greatest earthquakes happe- 
ned on the 9}} of January, 869. And in 989 the earth shoek 
so destructively that the walls of St. So-phia were damaged. 


It has been calculated that. Constantinople survived eighteen _ 


severe earthquakes between 404 and 960!’. 

In the peripheral areas of the Byzantine Empire earthqua- 
kes also brought suffering to many people. Due to these disas- 

10 Most of these tragic dates are registered in St. Sophia Typikon 
(XIth century), which is stated in parchment manuscript of X century 
Codex Patmosus 266 (see: Tmumpueecxull A. OnMcaHMe AMTypruiec- 
KUX pyKomMceli, xpaHauyuxca Β 6uOnMoTeKax [IpaspocnaBHoro Bocto- 
Ka. Τὶ I: TUPIKA. Kues 1895. C. 1-152. See also: Theophanis Chro- 
nographia. Recensuit C. de Boor. Vol. I. Lipsiae 1883. P. 37, 56, 98, 
96, 125, 168, 222, 226, 229, 252, 412, 416, 464, 470. Pauli Diaconi 
Historia miscella // Patrologiae cursus completus, series latina, ed. 
J.P. Migne (= PL). T. 95. Col. 980, 989B — C and others. In liturgi- 
cal texts we can also find «Kanon cmpax mpyca» (26 of October; 
see: Tpe6uuu [Benuxuit]. Mockza, 1884 — reprint: CII6., 1995. C. 111), 
with Akrostichis (620 ce Kpaecmpouue) ὃ Χριστὲ τῆς γῆς τὸν κλόνον 
παῦσον ταχέως (O Xpucme, 3emau KoneOaHnue ycmaeu ecKope), which is 
traditionally ascribed to Joseph the Hymnographer; see: ®u.sapem 
(Tymunescxun JI. T.). Uecropuueckuii o630p necHoneByeB uM MecHore- 
HMA rpeuecKou yepKBu. CII6., 1902? (reprint: Csato-Tpouukas Cepru- 
ega JIaBpa, 1995). C. 299-300. 

11 Baldouin J. The Urban Character of Christian Worship. The 
Origins, Development and Meaning of Stational Liturgy // Orientalia 
Christiana Analecta 228. Roma, 1987. P. 171. 
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ΓΜΌΘΠΗ MATepHaNbHEIX ΠΘΗΗΟΟΤΘΙ͂. Acropuueckue ΟΒΗΠΘΤΘΠΕ- 
CTBa ΥὙΤΒΘΡΟΚΠΘΔΙΟΤ, HalpumMep, ὍΤΟ 20 maa 526 roma, Β ΠΘῊΡ 
lipasqHopaHuA Bo3sHecenuaA, AHTMOXHMIO MocTHrIO cTpaliHoe 
3eMJIEeTPACe Hue, AKOObI AJIMBILeeCA Cc MepepbIBaMU ΨΤΡ JIM ΗΘ 
ΠΘΠΒΙΪ roy. ORHako HacesleHuve, He yceB OMpaBUTbCA OT 3TO- 
ro ὅθ ποτ, Noctpagzano oT HOBOTO 3eMJIeTpAceHHA 29 HOAO- 
pa 529 roga, BO BpeMA KOTOpOrO NorH6n0 5 ThICAY YeNOBeK. 
B Ceneskun u JlaoguKun oT Toro Ke 3eMeTPACeHUA MOru60 
7 TEIcaY yesoBeK!. 

EctTecTBeHHO, ΤῸ BO BPeEMA STUX KaTacTpod MOpTHJNCh, 
NPUXOAMIM B HerogHOCTb Β ΚΟΗΘΊΗΟΜ cueTe TorMbann Gec- 
ΠΘΗΉΗ͂ΡΙΘ PYKOMNHNCH, 6OJILLIMHCTBO KOTOPLIX ΚΟΗΠΘΗΤΡΗΡΟΒΆΠΟΟΡ 
B NOJMUTMYeCKOH UM KYALTYPHOH cTOMUe UMTepuu. Cpeaqu HUX, 
KOHEeYHO, OLIN ἢ HOTHbIe KHUTH. 

B-TPETbAX, usyyputTesbHad rpaskqancKad BOMHa, HasBaH- 
Has STIOXOH MKOHOOOpuecKNX BOHH, ANMBUIMXCA, Kak celuac 
cuHTaeTCA, C HEOOJILUINMM NepepbIBaMU MOUTH MOJITOpa cTOJie- 
THA (726-843), TakoxKe He MOTIa He OKasaTb BIIMAHHA Ha 2KU3Hb 
MYSBIKAJIBHBIX HCTOUHHKOB. AKoHOOOpIbI OrHeM ἢ MeYOM YHHU- 
TOKAI He TOJIbKO MKOHBI, HO M J0Oble Apyrve us0bparKeHia 
Xpucta, Boromatepyu, ΘΒΔΗΓΘΠΜΟΤΟΒ Ἡ CBATBIX. OHH paciteHHBa- 
JIM UX ΚἈΚ BOSBpaT Καὶ ABLIVECKOMY MOOTIOKIOHCTBY. M3BecTHo 
coo6uleHHe O TOM, YTO MHKOHOGOpyecKHi ἩΜΠΘΡΆΤΟΡ {168 Mcasp 
coxer B KoncTaHTmHonose ΓΡΟΜΆΠΗΨΙΟ δμόπμοτθκν 13: 


διὰ δὲ τῆς νυκτὸς πῦρ κυκλόθεν = coBepuLUe HOUdIO Kpyzom ποῦ- 
ὑφάψας αὐταῖς ἑστίαις καὶ 202, μοιοογηηδοι YHULMOMUL 
βίβλοις πολλαῖς καὶ καλαῖς καὶ ποκαροκι camu O6FumaaUuWa 
σκεύεσιν ἱεροῖς ὁ μιαρὸς κατέ. /Yyuumenei], npexpacnole KHu- 
καῦσεν 214 U C6éAWEHHYW ymeapb 


AcHO, UTO ΠΟΠΟΟΉΡΙΘ M300 parKeHHA IIPUCyTCTBOBAJIN ἢ Β MH- 
HMaTiopax NeByecKHx pykonucet. Ho Jake ecru cuutatTh (cyqA 
ΠΟ Goee πο ΠΗΗ͂Ν O6pasiiaM), YTO B HOTHBIX ΠΑΜΗΤΗΜΚΕΧ OHH 


12 Tlogpo6Hee οὔ stom ον.: Κψπακοδοκιιῖ 10. Uctopus Busaytuu. 
T. Il. CII6., 1912. Ὁ. 48. 

8 Georgii Cedreni Historiarum, compendium. Tomus prior. Bon- 
nae, 1838. P. 455. 
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ters many valuable materials and monuments were destroyed. 
Historical annals claim, that on the 20 of May. 526. during 
the celebration of Ascension Day, a horrible earthquake swiped 
over Antioch. It supposedly lasted for a whole year (with 
some interruptions). But citizens did not have time to recover 
from this disaster, because on the 29} of November. 529 
another earthquake followed and five thousand people Wére 
killed. In the environs of Seleucia and Laodicea that same 
disaster annihilated seven thousand people™/ 

It is natural to suppose that during these countless 
disasters many_invaluable manuscripts mere badly dama- 
ged and destroyed, since most of them were concentrated 
in the political and cultural capital of the Byzantine Em- 
pire. Notation manuscripts were obviously among those 
materials. 

THIRD: Exhausting civil war must have had an impact 
on musical sources. This epoch of iconoclastic wars, which, 
excluding some peace-breaks, lasted for almost one and half 
centuries (726-843). Iconoclasts destroyed by means of fire 
icons and_any other images of Christ, the Virgin Mary, the 
Evangelists and Saints. They treated these things as a re- 
turn to pagan idolatry. We know of an incident when the 
iconoclastic emperor Leo Isaurian burned a huge library in 
Constantinople!®; 


διὰ δὲ τῆς νυκτὸς πῦρ κυκλόθεν [1.60] set everything around 
ὑφάψας αὐταῖς ἑστίαις καὶ that place on fire, the impio- 
βίβλοις πολλαῖς καὶ καλαῖς Kai us destroyed by this fire the 
σκεύεσιν ἱεροῖς ὁ μιαρὸς Katé- dwelling-places [of teachers] 
Kavoev themselves [and] wonderful 
books and sacred utensils. 


It is clear that illuminations-with-images were part of 
chant manuscripts. Even considering the fact that illumi- 


12 More detailed information about this see: Κμπακοδοκιῶ 10. 
Uctopua Busautuu. T. 11. CII6., 1912. C. 43. 
43} Georgii Cedreni Historiarum, compendium. Tomus prior. Bon- 


ar 


nae, 1838. P. 455. 
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BCTpeyaloTCH JOCTaTOUHO PeAKO, TO IPM CTONb JJIMTeMbHOH Ooppoe 

C ΚΗΜΣΚΗΒΙΜΗ XpaHHJINUjaMW HET HHYero HelpaBAONOAOOHO"O B 
lipeqNONOXKCHHH, UTO BO BPeMA MKOHOGOpUeCcKOH CMYTHI ὅθ: πὸ 
YHHITOKeHO Sosbulo0e KOMMYeECTBO HOTOrpatuuecKux HCTOUHH- 
KoB. Tak, B «#KHuTuu Cs. Crecbana Hozoro», IpHnucbiBaeMoM 
auakony Benuxon LlepKeu Crecbauy, HallucaBllemy cBoe coun- 
HeHHe, BO3MOKHO, oKONO 807 roga, paccKa3biBaeTCA O ποχοῦ- 
HBIX akywax', A pay BUsAaHTUMCKMX MCTOPUKOB NOATBeEpKAaeT ᾿ 
YHHUTOKeHHE μοναχικά, πατερικὰ καὶ ἱερὰ PBA). 

M3pectTHo TakoKe, 4TO ΠΟΟΠΘ ΠΟΟΒΘΙΒῚ Hay ΜΚΟΗΟΘΟΡΙΆΜΗ 
MKOHONOUMTAaTeAM YHHUTOMAIN «epeTH4ecKHe» COUMHEHHA CBOMX 
ΠΡΟΤΗΒΗΜΚΟΒ. Croga ΠΟΠΆΠΗ u 3TMKTbBI MKOHOGOpuecKUX UM- 
TlepaTOpoB, ΠΟΟΤΔΗΟΒΙΘΗΜΗ «HelmpaBeHbIX» LIEPKOBHLIX CHHO- 
OB u cob6opos. HM HUKTO He MO}KeT rapaHTHPOBAaTh, ἯΤΟ BO Bpe- 
MA 3TOH «4HCTKH», B yrape GoOpbLObI Cc ΠΟΒΘΡΚΘΗΗΡΙΜ BparoM, 
He ObIM YHHUTOKECHLI MW MYSbIKAJIbHbIe PYKOMMCH, IPAMO HH 
KOCBEHHO CBA3AHHble C HKOHOGOpueCcKUM ABYKeHMeM. 

ΒΡΘΜΗ͂ 3aBeplieHHs UKOHOGOpyecKoro MPOTUBOCTOAHUA — 
cepeauna IX cTtoneTua — oueHb ΧΟΡΟΠΙΟ corsiacyeTca c yKa3aH- 
HBbIM ΒΡΙΠῚΘ OKOHYAHHeM «b6e3s3By4HOro» NepBoro Mepnvoga UcTo- 
PHN ΒΗΒΔΗΤΗ ἥοΚΟΙ͂ My3bikKH. Taka CormacoBaHHOCTh Kak 6yATO 
«YKJIaIbIBaeTCA» BO BDeEMeHHBbIe PaMKH co3qaBlllelica CUTyailnn, 
M KaoKeTCH, UTO OHA MOKET CJIYKMTh elle ORHAM yOeAUTeJIb- 
HbIM OObACHEHHEM YTpaTbl ΜΗΟΓΗ͂Χ MMCbhMeCHHbIX HCTOUHUKOB. 

Takum o6pasoMm, AJIA OTCYTCTBUA HOTHOTO MaTepuasa IV-IX 
cTOJIeTHH Kak 6yATO cylljecTByeT PAX AOcTAaTOUHO yOeAUTeJIbHBIX 
NpHunH. 

OHH ΘΟΤΘΟΤΒΘΗΗΟ COCTHIKYIOTCA C pesyIbTaTaMH O6380pa Ko- 
JIH4eCcTBA YHeJIeEBLIMX PyKONMCeH, B KOTOPLIX NeCHOMeHHA 3alln- 
CaHbI B Tak HasbIBaeMOH Naleosu3zaHmuitcKol HoOMmaYyUU — caMmoii 


14 Analecta graeca, ed. monachi Benedictini. Vol. I. Lut. Paris, 
1688. P. 396-397. Benedictinorum praefatio // Patrologiae cursus 
completus, series graeca, ed. J. P. Migne (= PG). T. 100. Col. 1067— 
1186. JIonapee Xp. Busantutickue JKurus Caaterx VILTI-IX sexos // 
BusanTuicKui Bpemenuuk. T. 17 (1910). 1911. C. 119, 127. 

‘8 Cm., Hampumep: Theodoris Studitae Epistolarum liber I, 53 // 
PG. T. 199. Col. 1104 D; Nicephori Patriarchae Constantinopolitani 
Apologeticus minor 3 // PG 100. Col. 837 αὶ apyrue. 
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nations are rarely found in the notation manuscripts (this 
conclusion is based on later examples), it is obvious to pro- 
pose that during constant and lengthy iconoclastic warfare 
against libraries, a huge amount of notation sources were 
destroyed. These actions are described in «The Life of St. 
Stephen the Younger» (approximately 807), ascribed to the 
deacon of the Great Church Stephen'*. A number of Byzantine 
histor4ens confirm the annihilation of μοναχικά, πατερικὰ. Ke 
ἱερὰ BiprAre?®. ns τ 

We also know that after the defeat of the iconoclasts, 
people who were in favor of icons had been destroying the 
«heretical» works of their foes. The list of these works 
included edicts of iconoclastic emperors, and the resolutions 
of «unrighteous» church synods and councils. No one can 
guarantee that during these «clean-ups» musical manuscripts 
related to iconoclasts escaped destruction. 

The end of iconoclastic resistance (middle of the IXth 
century) very nicely corresnponds—with the end of the 
«soundless» period of Byzantine musical history. It looks 
as though the end of the iconoclastic period and the time of 
the reappearance of notational manuscripts correspond with 
one another. Presumably then, iconoclastic warfare can be 
regarded as another sustainable explanation for the loss of 
many written sources. 

Now we can see, that supposedly there is a whole set of 
convincing reasons, which explain the lack of notation 
material from the [Vth-IXth centuries. 

These reasons naturally correspond to the amount of 
surviving manuscripts, in which chants are written in 
Palae-Byzantine notation — the earliest type of Byzantine 


14 Analecta graeca, ed. monachi Benedictini. Vol. I. Lut. Paris, 
1688. P. 396-397. Benedictinorum praefatio // Patrologiae cursus 
completus, series graeca, ed. J. P. Migne (= PG). T. 100. Col. 1067— 
1186. JIonapeé Xp. BusantTuiicxue SKutrua Cpatprx VITI-IX ΒΘΚΟΒ // 
BusantTuicKuu Bpemenuuk. T. 17 (1910). 1911. C. 119, 127. 

15 For example see: Theodoris Studitae Epistolarum liber I, 53 // 
PG. T. 199. Col. 1104 D; Nicephori Patriarchae Constantinopolitani 
Apologeticus minor 3 // PG 100. Col. 837 and others. 
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paHHeli 13 M3BeCTHbIX HayKe PaSHOBUAHOCcTeH BU3aHTHUCKOrO 
HOTHOrO ItHcbMa. B caMomM Jlesie, ΠΡΟΟΤΟΪ lepecueT ἩΜΘΙΟΠΙΘΙΌΟΘΗ 
HbIHe HX CBOJa 3a TPM CTOJIETHA MoKasblBaeT, TO OT XII Beka 
cox paHusiocs Gosiee 80 pyKonucelh, ot XI — seero 14, aot X — 
ἢ Toro MeHbiue — 5!°, Ora «y6niIBawWllant» TeHeHUMA ΒΠΟΠΗΘ 
3aKOHOMepHa, ΠΟΟΚΟΠΒΚΥ ἡ BpeMA yHOTpeOJIEHHA CAaMbIX PaH- 
HUX pyKorMce Gosee MaBHee, U CaMa lasleOBU3aHTHUNCKAA HO- 
TallUA yoKe HEOMHOKPAaTHO CMeHAJIach HOBLIMH pa3sHOBHAHOC- 
TAMU. ΠΟΘΤΟΜΥ, ecuu oT X CTOJIETUA COXPaHHJIOcb ΒΟΘΓῸ ΠΗ͂ΙΠΡ 
NATb WAMATHHKOB, TO HeT HHYeLO YIMBUTeJIBHOTO B TOM, YTO 
PykKonNcn, co3qaHHble ellje paHbiiie, Boobie He yee. 


§ 3. KontpaprymMeHTBI 


Ἡ ΒΜΘΟΤΘ c Tem cylijecTByeT PAX akTOB, KOTOpble HUKAaK 
HeEJIb3A IPMMHMPHTb C 9ΤΟΪ NATHBEKOBOH «MY3bIKaJIbHOM Jlaky- 
HOM», IOTOMY UTO OHM IIPOTHBOpeyarT MOUTH BCeM JOBOJaM, ΠΡΗ- 
BOJAIUMMCA B ee OllpaBsaHne. 

Harpumep, ΘΜ oGBACHHTh, ἯΤΟ NanMpycHble CBUTKH BH3aH- 
THHCKOH a110xH (IV—IX ΒΒ.) He coxpaHHanch, Tora KAK MHO- 
KECTBO HOTHOLO MaTepHadta, 3adMKcHpoBaHHO"LO Ha TaKOM 316 
Nalupyce, Ho JaTHpyeMoM Kya GoJlee paHHHM NepnosyoM, 6.1a- 
TONOJY4HO LOKXKIO ΤῸ ἩΔΙΠΗΧ ΠΗ 6 7 

Β σᾶμομ jeje, 9TH WaMATHHKU ΠΆΒΗΟ M XOPOIIO ΠΒΒΘΟΤΗΡΙ. 
Al TOMbKO ἨΒΠΟΜΗΙῸΟ UX. Bce onM cosepKaT MYSbIKAJIBHBIM Ma- 
TepMall, 3aMMcaHHbIM B AHTHYHOKM «A3bIUeCKOHM» HOTAaLMu. 

ΠῚ Β. πο η. 3. Papyrus Leiden inv. 510. — WMparmeur c 
HOTHBIM TeKcToM M43 «Mdurenuu B ABsnge» Eppunuga (cTuxu 
784-792 u 1499-1509)!". 


16 Kak yore yKasbIBANOCh, MepeveHb oTUX pyKomMcell Jaerca Busy: 
Haas M. Op. cit. S. 71-79. 

1 Jourdan-Hemmerdinger Ὁ. Comptes rendus de ]’Académie des 
Inscriptions et Belles-lettres. 1973. P. 292-802. Idem. Les Sources en 
musicologie. Paris, 1981. P. 35-65. Commoti G. Museum Philologicum 
Londiniense 2, 1977. P. 69-84. Idem. Music in Greek and Roman Cul- 
ture. Baltimore, 1989. P. 110-112. 
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notation known to science. Really, a calculation of all these 
materials shows that 30 manuscripts survive from the XIIth 
century, 14 evanuser station Tee Xt century, and, there 
are only five manuscriptetetttrom the Xth cartury’. This 
declining rate of manuscript survival is Very-naterat. Time 
does what it has to do: the earliest notation is the most ancient; 
Paleo-Byzantine notation had been changed and substituted 
'by different types. So, if there are only five manuscripts left 
from the X century, it’s no wonder that there are no materials 
left from the earlier time. 


§ 3. Counter Arguments 


There are many facts, however, which contradict the idea 
of five centuries of «musical lacuna». They contradict almost 
all of the propositions given as justifications of it. 

For example, how can the following fact be explained: 
papyrus scrolls of the Byzantine epoch (IVth—IXth centuries) 
have not survived, but numerous notation materials, written |, 
on the same type of papyrus, and dated to earlier times have 
successfully escaped destruction? 

Really, these monuments are well known. I will list them. ° 
All these sources contain musical material, written in antique 
«pagan» notetion. 

{ith century B. C. — Papyrus Leiden inv. 510. — 
A fragment with notation text from Euripides’ «Iphigenia in 
Aulis» (verse 784-792 and 1499-1509)!". 


16 As it has been already indicated, a list of these manuscripts is 
given in: Haas M. Op. cit. S. 71-79. 

17 Jourdan-Hemmerdinger D. Comptes rendus de |’ Académie des 
Inseriptions et Belles-lettres. 1973. P. 292-302. Idem. Les Sources en 
musicologie. Paris, 1981. P. 35-65. Commoti G. Museum Philologicum 
Londiniense 2, 1977. P. 69-84. Idem. Music in Greek and Roman Cul- 
ture. Baltimore, 1989. P. 110-112. 


24 8. Konmpapeymenmu 


Ill Β. πο Η. 9. Papyrus Zenon 59533. — ἨΟΤΗΡΟΒΔΗΒΡΒΙ 
ΦΡΔΓΜΘΗΤ U3 ἨἩΘμΒΒΘΟΤΗΟΪ Tpareguu’®. 

Ill Β. πο Η. 9. Papyrus Hibech 231. — ΠΒὰ dbparmenuta c 
BOKasJbHOH HoTayuen !9, 

1Π--1]1 ss. πο Η. 9. Papyrus Oxyrhynchus inv. 89 B/29-33. — 
@MparMeHTbI HevsbecTHOro NosITM4eCKOTO TekcTa, 4aCTH KOTO- 
PbIX ΘΗΔΟΣΚΘΗΒΙ BOKAIbHOM HOTalHel”?. 

1 Β. πο Η. 9. Papyrus Vindononensis G 29825 a-f. — Ppar- 
MeHTBI U3 Tparequit MH caTHpoBCKUX Apam c HoTamu”!, 

II sw. go x. 9. Papyrus Vindononensis G 13763/1494. — 
@MparMeHTHI BOKAaIbHOM MYS3bIKH C HHCTPYMEHTAJIBHLIMH ΜΗΤΘΡ- 
JUOJMAMH 2. 


18 Mountford J. A New Fragmentg of Greek Music in Cairo // 
Journal of Hellenic Studies 51, 1931. Ῥ. 91-100. Idem. Greek Mu- 
sic: The Cairo Musical Fragment // Powell J. New Chapters in the 
History of Greek Literature. Vol. III. Oxford 1933. P. 260-268. 
Grande C. del. Nuovo frammento di musica greca in un papiro der 
Museo del Cairo // Atti del IV Congresso internazionale di papiro- 
logia. Firenze 1935. Aegyptus Publicazioni, serie scientifica, 5, 1936. 
P. 369-382. Marrou H. Les fragments musicaux du papyrus de 
Zenon, Musée du Caire Ne 59 533 // Rheinisches Museum 18, 65 
1939. P. 308-320. 

19 Turner E. The Hibeh Papyri. Vol. II. 1955. P. 152. Pack R. The 
Greek and Latin Literary Texts from Greco-Roman Egypt. Ann Ardor, 
Mich. 1965. Ne. 2445. 

20 West M. Ancient Greek Music. Oxford 1992. P. 279 (Ne. 10). 

21 Wessely C. Antike Reste griechicher Musik, 22. Jahresbericht 
des K. K. Staatsgymnasiums im 3. Bezirk Wien 1890. Wien, 1891. 
S. 18, 23. Crusius O. Zu neuentdeckten antiken Musikresten // Phi- 
lologus 52, 1898. 5. 200. Gerstinger H. Bericht iber den derzeitigen 
Stand der Arbeiten an den Papyrus Erzgerzog Rainer // Atti del IV 
Congresso internazionale di papirologia. Firenze 1935. Aegyptus Pub- 
licazioni, serie scientifica, 5, 1936. P. 309. Hunger H. Péhlmann E. 
Neue griechische Musikfragmente aus ptolemaischer Zeit in der Papy- 
russammlung der Osterreichischen Nationalbibliothek // Wiener Stu- 
dien 75, 1962. 5. 53-55. 

*2 Pohlmann Ε. Denkmaler altgriechischer Musik. Sammlung, Uber- 
tragung und Erlauterung aller Gragmente und Falschungen. Nurnberg 
1970. S. 98-94. 
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IlIth century B. C. — Papyrus Zenon 59533. — Notation 
fragment from an unknown tragedy!®. 

ΠῚ} century B. C. — Papyrus Hibech 231. — Two frag- 
ments with vocal notation!®. 

IlI-IIth century B. C. — Papyrus Oxyrhynchus inv. 89 
B/29-38. — Fragments of an unknown poetry text, parts of 
which have voeal notation”. 

IIth century Β. C. — Papyrus Vindononensis G 29825 af. — 
Fragments of tragedies and satyric drama with notation”, 

Ith century B. C. — Papyrus Vindononensis G 13763/ 
1494. — Fragments of vocal music with instrumental in- 
terludies”?. 


18 Mountford J. A New Fragments of Greek Music in Cairo // 
Journal of Hellenic Studies 51, 1931. P. 91-100. Idem. Greek Mu- 
sic: The Cairo Musical Fragment // Powell J. New Chapters in the 
History of Greek Literature. Vol. III. Oxford 1938. P. 260-263. 
Grande Ο. del. Nuovo frammento di musica greca in un papiro der 
Museo del Cairo // Atti del IV Congresso internazionale di papiro- 
logia. Firenze 1935. Aegyptus Publicazioni, serie scientifica, 5, 1936. 
P. 369-382. Marrou H. Les fragments musicaux du papyrus de 
Zénon, Musée du Caire No. 59 533 // Rheinisches Museum 13, 1939. 
P. 308-320. 

19 Turner E. The Hibeh Papyri. Vol. II. 1955. P. 152. Pack R. The 
Greek and Latin Literary Texts from Greco-Roman Egypt. Ann Ardor, 
Mich. 1965. No. 2445. 

Ὁ West M. Ancient Greek Music. Oxford 1992. P. 279 (No. 10). 

δ Wessely C. Antike Réste-pfiechicher Musik, 22. Jahresbericht 
des K. K. Staatsgymnasiums im 3. Bezirk Wien 1890. Wien, 1891. 
S. 18, 28. Crusius O. Zu neuentdeckten antiken Musikresten // Phi- 
lologus 52, 1898. 5. 200. Gerstinger H. Bericht iiber den derzeitigen 
Stand der Arbeiten an den Papyrus Erzgerzog Rainer // Atti del IV 
Congresso internazionale di papirologia. Firenze 1935. Aegyptus Pub- 
licazioni, serie scientifica, 5, 1986. P. 309. Hunger H. Péhlmann E. 
Neue griechische Musikfragmente aus ptolemaischer Zeit in der Papy- 
russammlung der Osterreichischen Nationalbibliothek // Wiener Stu- 
dien 75, 1962. S. 53-55. 

5 Pohimann E. Denkmaler altgriechischer Musik. Sammlung, Uber- 
tragung und Erlauterung aller Gragmente und Falschungen. Nirnberg 
1970. 5. 98-94. 
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1{--Ξ3]} ΒΕ. gou. 9. Papyrus Vindononensis G 2315 (Rainer inv. 
8029). — Mparment us «Opecta» Espunuya (ctuxu 3388-344)”. 
I-II ΒΒ. Papyrus Oxyrhynchus 2436. — Pparmeut caTu- 


pono apamnr74. 
I-II ΒΒ. Papyrus Osloensis inv. 1413. — HorupoBpannniit 


ApaMaTnuyueckuit peuntaTuB”. 

II ΒΒ. Papyrus Michiganensis 2958. — [pamatruyeckun 
aAMuanor, cosepxtaHHve ΚΟΤΟΡΟΓῸ ΠΟΟΒΉΠΙΘΗΟ ΒΟΒΒΡΆΠΙΘΗΜΙΟ 
Opecta’®, 

Π--ΠῚ ΒΒ. Papyrus Berolinensis 6870. — @PparmeuT m3aHa?’. 


28 Wessely C. Op. cit. S. 16-26. Idem. Papyrus-Fragment des 
Chorgesanges von Euripides Orest 330ff. mit Partitur // Mitteilungen 
aus der Sammlung der Papyrus Erzgerzog Rainer 5, 1892. S. 65-73. 
Wessely C. Ruelle ChE. Le Papyrus musical d’Euripide // Revue des 
Etudes Grecques 5, 1892. P. 265-280. Crusius O. Zu neuendeckten anti- 
ken Musikresten // Philologus 52, 1893. 5. 174-200. Williams C. F. A. 
Notes on a Fragment of the Music of Orestes // Classical Review 8, 
1894. P. 313-317. Torr C. The Music of the Orestes // Ibid. P. 397- 
399. Monro Ὁ. The Modes of Ancient Greek Music. Oxford, 1894. P. 91- 
94, 130-132. Martin E. Trois Documents de la musique grecque. Paris, 
1953. P. 14-24. Vogel Μ΄. Die Enharmonik der Griechen. Bd. I. Dutssel- 
dorf, 1962. S. 109-113, 128. Longman G. The Musical Papyrus: Euri- 
pides, Orestes 332-340 // Classical Quarterly 12, 1962. P. 61-66. 

"4 Turner E., Winnington-Ingram R. Monody with Musical Nota- 
tion // The Oxyrhynchos Papyri 25, 1959. Ne. 2436. P. 113-122. 

2 Kitrem S., Amundsen L., Winnington-Ingram R. Fragments of 
Unknown Greek Tragic Texts with Musical Notation // Symbolae Os- 
loenses 31, 1955. P. 1-87. 

36 Perl O., Winnington-Ingram R. A Michigan Papyrus with Musical 
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2” Schubart W. Ein griechischer papyrus mit Noten // Sitzung- 
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II-Ith century B. C. — Papyrus Vindononensis G 2315 
(Rainer inv. 8029). — Fragment from Euripides’ «Orestes» 
(verses 3388-344)3. 

I-IIth century A. Ὁ. — Papyrus Oxyrhynchus 2486. — 
A Fragment from a satyrie drama”. 

I-IIth century A. D. — Papyrus Osloensis inv. 1413. — 
Notation of dramatic recitative”>. 

IIth century A. D. — Papyrus Michiganensis 2958. — 
Dramatic dialogue, devoted to Orestes’ return”®. 

Ii—ItIth century A. D. — Papyrus Berolinensis 6870. — 
A Fragment of paean?’. 


28 Wessely C. Op. cit. 5. 16-26. Idem. Papyrus-Fragment des 
Chorgesanges von Euripides Orest 330ff. mit Partitur // Mitteilungen 
aus der Sammlung der Papyrus Erzgerzog Rainer 5, 1892. S. 65-73. 
Wessely C. Ruelle ChE. Le Papyrus musical d’Euripide // Revue des 
Etudes Grecques 5, 1892. P. 265-280. Crusius O. Zu neuendeckten anti- 
ken Musikresten // Philologus 52, 1893. S. 174-200. Williams C. F. A. 
Notes on a Fragment of the Music of Orestes // Classical Review 8, | 
1894. P. 313-317. Torr C. The Music of the Orestes // Ibid. P. 397- 
399. Monro D. The Modes of Ancient Greek Music. Oxford, 1894. P. 91- 
94, 130-132. Martin E. Trois Documents de la musique grecque. Paris, 
1953. P. 14-24. Vogel M. Die Enharmonik der Griechen. Bd. I. Dissel- 
dorf, 1962. S. 109-118, 128. Longman G. The Musical Papyrus: Euri- 
pides, Orestes 332-340 // Classical Quarterly 12, 1962. P. 61-66. 

24 Turner E., Winnington-Ingram R. Monody with Musical Nota- 
tion // The Oxyrhynchos Papyri 25, 1959. Nr. 2436. P. 113-122. 

25 Kitrem S., Amundsen L., Winnington-Ingram R. Fragments of 
Unknown Greek Tragic Texts with Musical Notation // Symbolae Os- 
loenses 31, 1955. P. 1-87. 

26 Perl O., Winnington-Ingram R. A Michigan Papyrus with Musical 
Notation // Journal of Egyptian Archeology 51, 1965. P. 179-195. 

27 Schubart W. Hin griechischer papyrus mit Noten // Sitzung- 
sberichte der Deutschen Akademie der Wissenschaften zu Berlin. Phi- 
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veaux fragments de musique grecque // Revue Archeologique 5, 10, 
1919. P. 11-27. Abert G. Der neue griechische papyrus mit Musikno- 
ten // Archiv fur Musikwissenschaft 1, 1919. S. 313-328. Thierfelder A. 
Ein neugefunder Papyrus mit griechischen Noten // Ibid. S. 217-225. 
Romagnoli E. Nuovi frammenti di musica greca // Rivista musicale Ita- 
liana 27, 1920. P. 274-313. Wagner R. Der Berliner Notenpapyrus // 
Philologus 77, 1921. 5. 256-310. 
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ΠῚ Β. Papyrus Oxyrhynchus 1786. — XpuctuaHcKuli ruMH 
B 4uecTh Caxton Τρομπ138, 

Ἡ ΤῸ TobKO caMble OCHOBHbIe HOTOrpaduyeckue nalh- 
PyCHble NaMATHHKH JOBM3aHTMMCKMX BpeMeH, KOTOpble yoKe Ha 
IIPOTAXKCHHM ΜΗΟΓῊΧ JecATMJIeTHH HaxOJATCA B HayYHOM OOopoTe 
MW MOCTOAHHO uccylezyotca. Β TeiicTBHTebHOCTH Ke HX HAMHO- 
ro δοπρπιθῦϑ. 

ΚΘ TONbBKO OHO ΟΥ̓ΠΙΘΟΤΒΟΒΒΗΜΘ CTOJIb BHYHIMTeJILBHOTO 
PALA My3bIKaJIbHbIX MallMpyCHbIX HCTOUHUKOB, AaTHpytwowluxca 
JOBM3aHTHHCKUMM BpeMeHaMH, BbISbIBaeT He TOJIbKO HeOyMe- 
Hwe, HO WM cepbesHble COMHEHHA B peaJIbHOcTH «G6ea3By4HOro» 
ucTopuyeckoro MmpoctpaHcTBa. He ABAeTCA JIM OHO MIOOM Ha- 
ΠΙΜΧ 886 ΠΥ ΚΠΘΗΜΙ ἢ 

B camom JeJsile, 4ueM OGbACHUTh, UTO ὅοπθθ PAaHHHe HCTOU- 
ΗἩΜΚῊ coxpaHnsinch, a 6Goee ΠΟΒΠΗΜΘ He yuenenn? He cnuui- 
KOM JIM NapagwoKcasbHa TakaA cuTyallua? Bea, peub ΠΟΤ He 
06 OTJeIbHLIX NaMATHHKAaX JOCTATOUHO ΟΓΡΔΗΜΉΘΗΗΟΓΟ ΠΘ- 
puoya, Korga W3-38 MHOKecTBAa ΒΠΟΠΗΘ KOHKPeTHEIX IIPH4MH 
ΒΟΒΘΜΟΣΚΗΟ, 4TO B Npeyeswax OMHOrO-AByX cTONeTUK Gosee paH- 
ΗΘ JOKYMeHTHI coxpaHAWTcA, a Goslee ΠΟΒΠΗΜΘ ΓΜΟΗΥΤ. Saecb 
Bce MHave. UToOObI NOHAT 3TO, FOCTATOUHO TOJIbKO MbICJICHHO 
OKMHYTb 9TH ΠΟΜΟΤΜΗΘ ΓΠΟΟΒΠΒΗΡΙΒ NepuHogn: IIECTb panuux 
cTroneTunh (III Β. to x. 9. — III B. Η. 9.), coxpaHHBIINXx JocTa- 
TOUHOe KOTH4eCTBO ΗΟΤΟΓΡΔΦΗΈ ΘΟΚΗΧ ΠΑΜΉΤΗΜΚΟΒ, κα ΠῊΤΡ 


8. Hunt A., Jones H. Christian Hymn with Musical Notation // 
The Oxyrhynchos Papyri 15, 1922. P. 21-25. Grande, C. del. Inno 
cristiano antico // Rivista Indo-Greca Italica di Philologia, Lingua, 
Antichita 7, 1923. P. 173-179. Abert H. Ein neuendeckter frithchrist- 
licher Hymnus mit antiken Musiknoten // Zeitschrift fir Musikwissen- 
schaft 4, 1921. S. 524-529. Idem. Das alteste Denkmal der christlicher 
Kirchenmusik // Antike 2, 1926. S. 282-290. Reinach Th. Un ancétre 
de la musique d’Eglise // La Revue Musicale 3, 1933. P. 8-25. Wagner R. 
Der Oxyrhynchos-Notenpapyrus // Philologus 79, 1924. S. 201-221. 
Minscher K. Zum christlichen Dreifaltigkeitshymnus aus Oxyrhyn- 
chos // Ibid 80, 1925. S. 209-213. Wellesz E. The Earliest Example of 
Christian Hymnody // Classical Quarterly 39, 1945. P. 34-45. Ibid. 
Op. cit. P. 152-156. 

29 }KenarolluM o3HaKOMUTECA Ὁ MX ONMcaHHem cm.: West M. L. 
Op. cit. P. 277-283. 
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IlIth century A. D. — Papyrus Oxyrhynchus 1786. — 
A Christian hymn in honor of the Holy Trinity”. 

And these are just_ the main notation papyruses of 
the pre-Byzantine times. Thesé materials have been studied 
and researched by s scientists for decades. Actually, the number 
of them is much higher€2/ 

The existence of such a great number of papyrus scrolls, 
dated to pre-Byzantine times, causes some perplexities, and 
moreover, leads to serious doubts regarding the veracity of 
«soundless» historical space. Could it be just a plot of our 
delusion? 

Really, how can the following fact be explained: the 
earlier sources have survived, but the later ones have not? 
Is it not a little too paradoxical? We are not talking about | 
separate monuments of a particular period of time, when 
there are many possibilities that, due to some obvious 
reasons, some earlier monuments survive and the later are 
destroyed within one or two centuries. But we are talking 
about a different situation. In order to understand this, it 
is necessary to make an overview of these truly enormous 
periods: the six earliest centuries ( IiIth century B. Ὁ. — 
IlIth century A. D) which have quite a large heritage of 
notation monuments, and five centuries of late Byzantine 
history (IVth-IXth centuries) which have absolutely no mo- 


2 Hunt A., Jones H. Christian Hymn with Musical Notation // 
The Oxyrhynchos Papyri 15, 1922. P. 21-25. Grande, C. del. Inno 
cristiano antico // Rivista Indo-Greca Italica di Philologia, Lingua, 
Antichita 7, 1923. P. 173-179. Abert H. Ein neuendeckter frihchrist- 
licher Hymnus mit antiken Musiknoten // Zeitschrift fiir Musikwissen- 
schaft 4, 1921. 5. 524-529. Idem. Das alteste Denkmal der christlicher 
Kirchenmusik // Antike 2, 1926. S. 282-290. Reinach Th. Un ancétre 
de la musique d’Eglise // La Revue Musicale 3, 1933. P. 8-25. Wagner R. 
Der Oxyrhynchos-Notenpapyrus // Philologus 79, 1924. 5. 201-221. 
Miinscher K. Zum christlichen Dreifaltigkeitshymnus aus Oxyrhyn- 
chos // Ibid 80, 1925. S. 209-213. Wellesz E. The Earliest Example of 
Christian Hymnody // Classical Quarterly 39, 1945. P. 34-43. Ibid. 
Op. cit. P. 152-156. 

* See also: West M. L. _cit. P. 277-283. 
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HO3qHUX BH3aHTHHCKHX BeKoB (IV—IX BB.), HAaYUNCTO ΠΗΙΠΘΗ- 
HBIX HX. MooKHO ΠΗ OTbICKATh IPMHUYHHBI Takoro MapagoKca? 

AGcos0THOe OONbIIMHCTBO BbIMeTepewucJIeHHbIX PaHHHx 
IlaMATHUKOB (HO ΠᾶΠΘΚΟ He Bce) O6Hapy2KeHbI B ceBepHoM Eruri- 
Te, B Tak Ha3sbIBaeMOM PaloMCKOM OasHce, rye, ΠΟ coBaM yue- 
HbIX, CAM KJIMMAT ἢ reorpacuyeckue ycIOBMA ΟΠΟΘΟΘΟΤΒΟΒΆΠΗ 
HOMrOoBeuHocTH Manupyca. CuuTaeTcA, TO caMa Mpupoga πο- 
3BOJINIa CTaTh DaloMCKOMY OasHCy YHHKaJIbHOW ΚΙ ΠΟΒΟΙ͂, co- 
ΧΡΔΗΜΒΠΙΘΙΗ CTO OOWINPHYyO ApeBHIOW ΠΑΠΗΡΨΟΗΨΙ ὕμδπμο- 
Teky. Ecau fake cormacuTbcaA ¢ TakKOM TOUKOM speHuA (XOTA 
OHa BO ΜΗΟΓΙῊΧ OTHOWeHHAX BECbMa YA3BUMa), TO TOra BOSHH- 
KaeT [pyro Bolipoc, TakoKe Tpe6yloulHii oTBeTA. 

Bent BusaHTua mpucytcTBopasia B Erunte go VII Beka ΒΚΠΙΟ- 
UNTeIbHO (a TOUHee — Fo cenTHOpA 642 roga). EcrecTBeHHO, 4TO 
HOPMBI KYJIBTYPHOL ΚΘΗ 9TOM MPOBMHIMU He ΜΟΓΠΗ͂ B ΤΟΙ MM 
MHOM ΟΥ̓ΘΠΘΗΜ He OWlyujaTb Ha cede AyXOBHOTO BJIMAHUA MeTpO- 
ΠΟΙ. Boslee Toro, XOpoulo M3sBeCTHO, ITO B paHHeBH3aHTHli - 
CKMM Nepvog B camom Erunte 6ypusa BecbMa pasHoobpasHan 
MHTeINeKTyYaIbHad HM XyOKecTBeHHAA XKU3Hb. JLocTaTOuHO 
BCIOMHMTE CuHecus u3 Kupeupsi (py6ex IV-V ΒΒ.}, ΟΟΤΔΒΗΒΠΙΘ- 
ro ΠΟΟΠΘ ce6A O6LIMpHoOe SIMcCTONMApHOe Hacyleqwe ἡ MHOTOUHC- 
JIleHHbIe THMHBI, cosepsKallve yMBUTeJIBHY!O CMeCb Φηποοοῷ- 
CKUX MW XPMCTMaHCKUX BO3speHui. A vero CTONT HallpHMep Takan 
ONMcTaTeIbHaA WuHOCTh, Kak AdbaHacuii AnekcaHg”pulickuh, 
co3qJaBlivi HeMasloe UMCIO COUMHEHHH, MOcBAWICHHBIX aKTYAJIb- 
HbIM B ero BpeMA ΤΘΟΠΟΓΜΈΊΘΟΚΗΜ clopam. Torga Ke κι Η TBO- 
PHI ΚΡΥΠΗΘΜ ΠΝ UcTOPUK erunmetTcKoro MoHalectTBa Ilanntaqnu 
M3 ONEHONOIA, NPOBeAMIMU WecaTh eT cpeqM eruneTcKMX MOHAa- 
ΧΟΒ. Heb3A He yOMAHYTS TakiKe 3HaMeHuToro Kupusna Anek- 
cCaHAPMMckKoro, HallvcaBlllero MHO2KeCTBO IpomoBegeli. Tam 2Ke 
ΠΡΟΙΠΒΘΤΆΠΆ NonysApHad ἢ Tparnyecku nornoian Anarua, ΚΟΤΟ- 
pad BeJIa AKTHBHYIO IIpenlosaBaTeJILCKy!O ΠΘΗΤΘΠΒΗΟΟΤΡ 1 KOMMeH- 
TMpoBana counHeHHA IInatona u Apuctotens. A Begb 9TO 6bIIa 
TOIbKO BePXHAA ἼΒΟΤΡ JHTepaTypHO-usocodcKo-TeoJIoruyecko - 
ro alic6epra. He Bbi3sbiBaeT COMHEHMH, ATO B TOT ΚΘ PaHHeBM3aH - 
το ΚΗ Nepvog B Erunte cosqaBpasucb PyKONNcH, BK MOUAalOlHe 
Β ceOA He TOJIBKO ONYcbl CTOJIb 3HAMCHUTLIX COOTeUeCTBEHHH- 
KOB, HO Ηὶ paboTbl MHOrMX Apyrux IMcaTeNel «cpeqHeli pyKu>». 
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numents of this kind. Is it possible to find the reasons for 
this paradox? 

Most of the monuments listed above (but not all of them) 
_ were found in Northern Egypt, in the Faiypim oasis. According 
to scientific opinion, the ¢limate and geographical conditions 
of that area contributed to the longevity of papyrus. It is 
thought that nature itself allowed the Faiyim oasis to become 
a unique pantry in which such a vast ancient papyrus library 
has been preserved. Even if we assume that this point of 
view is right (and in many respects this conception is very 
vulnerable), we still will have to face another question, which 
demands an answer. 

Byzantium reigned in Egypt until the middle of VIIth 
century (to be more precise — until September, 642). And 
it is natural, that standards of cultural life of the provin- 
ce could not escape the intellectual influence of metropo- 
lis. Moreover, we know that in the early Byzantine period 
Egypt itself had an exuberant and diverse intellectual and 
artistic life. It is sufficient to recall the name of Synesios 
from Cyrena (the late IVth — early Vth centuries) who left 
a large epistolary heritage and multiple hymns, which 
contained a remarkable mixture of broad philosophical and 
Christian views. And it is also worth mentioning that 
Athanasios, patriarch of Alexandria wrote quite a lot of 
works devoted to theological disputes relevant to that 
time. A major historian of Egyptian monasticism who 
spent ten years among the Egyptian monks — Palladios of 
Helenoupolis — had been working at that time too. We 
also must mention the name of the well-known Cyril of 
Alexandria, who wrote many sermons. The famous Hypatia, 
who was tragically killed, also flourished there at that time. 
She was active in teaching and commenting on the works 
of Plato and Aristotle. And this is just the cap of the 
«literarar y-philosophical-theological» iceberg. There is no 
doubt, that in Egypt during that same early Byzantine 
period manuscripts were being created, which contained 
not only opuses of famous authors but also works of 
ordinary writers. 
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Tak MouemMy B TOM ΚΘ yAUBUTebHOM PalwMCKOM OasHuce 
He TOJIbKO He COXpaHHJIOCh HUKAKMX MYySbIKaJIbHbIX JOKYMeH- 
TOB PaHHeEBH3aHTUMCKHX BpeMeH, HO aOcoWTHO HHUKAaKUX Ma- 
TePHAJIbHBIX ΟΠΘΠΟΒ Take OT STON 9ΠΗΤΗΟ ἢ WM MOBCeMeCTHO pac- 
pocTpaHeHHOH JIMTepaTypbI, cocTaBJIABWeH ClaBy ἡ ΓΟΡΠΟΟΤΕ 
ΒΗΒΔΗΤΗΌΚΟΓΟ Erunta? Passe ΜΒΜΘΗΜΠΟΗ ero KIHMaT? Msn 
ΜΟΡΚΘΤ ObITh 3allyljeHHad Ha MHOTMe cToJIeTHA CHcTemMa Up- 
PHralMOHHbIX coopysKeHHH ΠΟΠΜΗΒῚ Huma, npoctupawlulanca 
oT AccyaHa πὸ Kanpa, BHOBb cTasla (yHKIMOHHpOBaTb MU TeM 
caMBbIM 6bljia HapylieHa BeKaMU yCTOABIMAaACH CyXOCTb MOUBEI, 
CTOJIb HEOOXOZMMad NA coXpaHHocTH Manmnpycos? Huyero no- 
ΠΟΘΉΟΓΟ HayKe HeH3sBecTHO. IlosTomy ccbiiKa Ha YHHKaJIbHOCTB 
KIMMaTH¥ecKHxX ycJIOBHH ceBepHoro Erunta B JaHHOM cJIyuae 
He JJaeT ΚΠΙΟῚ Καὶ PellieHHio ΠΡΟΟΠΟΜΒιΙ. 

Oda BBLITJIAQUT ellle MeHee yOeqUTeJIbHOH, ΘΟ BCIOMHUTE, 
uTo yoxe K VI BeKy xpyNKHH ἡ JOMKHH Malnpyc MoBcemMecTHO 
ObIJI BLITeCHeH MepraMeHoM. A, Kak M3BeCTHO, 9TOT MaTepHali 
HaMHOro ΠΠΟΤΗΘΘ Ηὶ JomroBeuHee He TONbKO MamMpyca, HO u 
6ymarn. VM, BMecte c TeM, BH3AHTHMCKOM My3bIKANIbHOH ΚΥΠΕ- 
type IV-IX ctonetuii BHOBL «He BeseT». Iloqo6HO TOMY Kak oT 
aToro MepvHoga He yleteNo ΗΜ OAHOTO NaNupycHoro HoTorpa- 
@uueckoro NaMATHHKA, Tak He COXpaHHJiocb ἡ HM OAHOLO Tep- 
raMeHHOro HcTOUHHKa. PasBe He cTpaHHoO, ἯΤΟ BPeMA He πο- 
ΠΙΆΠΗΠΟ Taxe ΠΡΟΠΗΡΙΝ NepraMeH «6e33By4HOH» STIOXH, a 
XPyNKHH Nanupyc sHayNTesbHO Goslee paHHero NepHvota yue- 
nen? Wau ΟΥ̓ΠΙΘΟΤΒΨΙΟΤ Apyrve ΠΡΗΈΜΗΒΙ cTONb ΠΠΤΘΠΒΗΟΓΟ 
OTCYTCTBUA KaKHX-M60 HOTOrpaduyecKuXx JOKYMeCHTOB, BOBce 
He CBA3AHHbIe C IMCUMM MaTepnasIoM? 
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M 3yecb Bonel-HeBonelH, ΠΟΠΌΠΨΥΠΗΟ 3peeT MBICJIb, KoTO- 
pax, C OMHOM CTOPOHE!, JO mpeszenta mpocta, ac Apyro — nar 
Oyq{TO OObACHAeT BCe, ΤΟ MoKA He ΠΟΠΠΔΘΤΟΗ͂ OObACHeHH DO: 
CYIMECTBOBAJIA JIM BOOBINE HOTAIMA B BHBSAHTHY 
BITEPMOL CIV ΠΟῚΧ BEK? Moxer 6nITb My3bIKasIbHad Kysp- 
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So, why are there no musical documents of early 
Byzantium found in the remarkable Faiytim oasis? Are there 
absolutely no tracks even of that elite, widely read literature, 
which brought fame and honor to Byzantine Egypt? Perhaps, 
its unique climate had changed? Or maybe the main reason 
is connected to the irrigation system of the Nile valley? 
This system, which was formerly abandoned for many 
centuries, spread from Assouan to Cairo. Maybe its 
renovation destroyed the aridity of the ancient soil, which 
was vital for papyrus conservation? Nothing of this kind is 
known to science. That is why the fact alluding to Northern 
Egypt’s unique climate does not give any clue to the solution 
of this problem. 

The fact that fragile and breakable papyrus was generally 
replaced by parchment by the VIth century makes the climatic 
argument even less convincing. Wekmrow well that this parch- 
ment has higher density and it is more durable than papyrus 

(πα even than paper). But still, Byzantine musical culture 
ι οὗ the IVth-IXth centuries happened to be «unlucky» again. 
Just_as. no papyrus notation monuments have survived, not 
one single parehment source remains. Is it not strange that 
time has not spared a durable parchment of the «soundless» 
epoch, but a fragile papyrus of a significantly earlier period 
has survived? Or maybe there are some other reasons which 
explain the absence of any notation documents during sucha 
long period of time. Could it be that these reasons are not 
connected to written materials? 
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At this point one very interesting idea comes to mind. 
This idea on the one hand seems to be very simple, but on the 
other hand can not yet be explained: DID A NOTATION 
ITSELF EXIST IN BYZANTIUM IN THE PERIOD FROM THE 
IV" UNTIL THE IX CENTURY? Maybe musical culture 
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Typa οὔχοπμ 80} 668 Hee, M Te WaMATHUKU pyOexka IX—X BB., 
KOTOPbIMH OOJlaqaeT COBPeMeHHad HaykKa, ABJIAIOTCA NepBLIMU 
OMbITaMH ΠΟΠΟΟΉΟΓΙΟ posa? 

Cama nocTaHoBka Takoro BOMpoca HaxOsMTcA ΒΗΘ ΗΔ ΗΟ 
liockoctnu. He 6Gygem 3a6biBaTb, ΤῸ HOTAIIMA — 9TO CBOeOb- 
pa3Hav MMCbMeHHOcTS. OHa NOABIAeTCA Ha ONpeseJeHHOM 978- 
Tle pasBUuTHA, Kora MY3bIKaAJIbHaA WpakKTHKa, JOCTMIHyB ompe- 
ΠΘΙΘΗΗΟΙῸ YPOBHA, yoKe He B COCTOAHUM OOXORUTECA 668 ee 
NOMOMIM, KOrga ΦΗΚΟΔΙΜΗ MY3bIKaJIbHOrTO MaTepHasia cTaHO- 
BHTCA HacyljHOH ἨἩΘΟΟΧΟΠΗΜΟΟΤΒΙΟ M 9ΠΟΧἃ HCKMWUUTeEIbHO 
OecIIMCbMeHHOFO MYSHILMpOBaHHA HaBcerga ΥΧΟΠΗ͂Τ B ΠΡΟΙΠΙΠΟΘ. 
ΠΟ cyTH πθπᾶ, STO ABe pasHble ΠΟ McCTOpHueCKOMY YPpOBHIO My- 
3bIKaJIbHble WHBHJIM3alUu (HO, KOHeEUHO, He «XyoKe» HW «πντι- 
me», MOCKONILKY ΠΟΠΟΘΉΒΙΘ xapakKTePHCTHKM 3yecb Hempnem- 
JlemMbl). IIpapya, ΨΟΤΗΔΗ Tpaqulua mpogomKaeT ΟΥ̓ΠΙΘΟΤΒΟΒΆΤΕ 
MW ΠΟΟΠΘ BHeAPeCHHA HOTALMH, NapassiebHO ὁ HeH. Bo ΒΟΞΚΟΜ 
ceilyuae, IMMCbhMeHHaA My3blIKabHaA KyJIbTypa — 9TO ΠΡΗΒΗΔΚ 
KayeCTBeHHO ΜΗΟΓῸ ypoBHA. IIlog06HO Tomy KaK HeM3BeCTHBI 
IMBUJIN3alNU, O0HAKAbI OCBOMBIINe IMChMe€HHOCTh ἡ Bocyel- 
CTBHM JOOPOBOJIBHO OTKasaBllveca oT Hee, TAK M HeEBO3MOJKHO 
TipeXCTaBHTb MY3bIKaJIbHYW KYJIbTypy, KOTOpaA Ha IIpoTAKe- 
ΗΜ AJIMTeENBHOTO BPeEMEHM ΠΟΠΟΠΒΒΟΒΆΠΔ HOTAI[HWO, a ΠΟΤΟΜ 
BepHyjlacb B CBOe JOHOTALLMOHHOe cocToAHHe. A B oOcyKae- 
MOM CJIyuae MBI, Kak 6yATO, cTayIKHBaeMCAH ΜΘΗΗΟ C TAaKHM 
BapWaHToM. 

JlelicTBUTesIbHO, UccNeqOBaTesIu yOexKalwT Hac, 4TO B ΠΡΘΕ- 
Hei Tpeywu nepexog «<ycrHoro» MY3MI{MpOBaHWA K «ΠΗΟΒΜΘΗ- 
HOMY» COBepiluwsica rge-To B II] B. ΠΟ H. 9., HOCKOJIBKY HMeEHHO 
c 3TOrO BpeMeHH TaM CTasla AKTHBHO MCIIOJb3SOBATLCA HOTALLNA, 
M3BeCTHAA BIOCJIeACTBUM Kak ApeBHerpeyecKoe HOTHOe IIMCE- 
mo. A HekOTOpble ΜΟΟΠΒΠΟΒΆΤΘΠΗ axke HacTaHBaloT Ha TOM, 
uTO ΠΡΘΒΗΘΓΡΘΊΘΟΚΔΗ HOTaLLMA B M3BeECTHOM HaM ΒΜΠ6 cye- 
cTBOBasIa c V Beka ΠΟ H. 9.29 Ona ΠΟΟΤΆΤΟΤΗΟ ΧΟΡΟΙΠῸ H3yueHa, 
MIOCKOJIBKY COXPaHVJIMCh HCTOUHUKH, Pas bACHAIOMIHe 66 CMBICII. 
Cy πὸ KomMu4ecTBy ΠΟΠΙΘΠΙΊΠΗΧ FO Hac HOTOTpacHueckux Πᾶ- 


30 Jourdan-Hemmerdinger D. La date de la «notation vocale» 
d’Alypios // Philologus 125, 1981. P. 299-304. 
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{ could do without it, and those materials of late the IXth — 
early Xth centuries, which scientists have access to, are just 
first experiments in using the new notation? 

The formulation of the question in this way places the 
proposition, only theoretical at this point, outside current 
scientific knowledge. We should not forget that notation is a 
distinctive system of writing. It emerges at a definite stage 
of development, when musical practice reaches a particular 
level and is unable to do without notation any more. At this 
point fixation of musical material becomes the greatest ne- 
cessity. Starting from that point, the epoch of «non-written 
music» forever vanishes in the past. In essence, there are 
two diverse musical civilizations, which are related to different 
levels of history (of course we don’t say «better» or «worse», 
because it is unacceptable to give references of this type in 
this case). But still the oral tradition lingers even after the 
introduction of notation, simultaneously existing in parallel 
with it. In any case written musical culture indicates a trans- 
ition to a different level. As there are no civilizations known 
to science which once became familiarized with a system of 
writing and then voluntarily rejected it, it is impossible to 
imagine a musical culture, which used the notation for quite 
along time, but then suddenly switched back to the pre-no- 
tational position. And in a case, which is being discussed now, 
it seems like we are faced with a simular situation. 

Really, scientists persuade us, that the transition from 
«oral music» to «written music» in ancient Greece happe- 
ned approximately-in-the- Hird century B. C. Starting from 
that time, a notation known as Ancient Greek Notation 
writing, began to be actively applied. Some scientists 
insist, that Ancient Greek Notation as we know it now had 
been used since the Vth century B. C.*° It has been studied 
quite well, becatise complete documents, which explain its 
Meaning, remain. According to the number of notation 
monuments which have survived, notation was widely used, 


30 Jourdan-Hemmerdinger D. La date de la «notation vocale» 
d@’Alypios // Philologus 125, 1981. P. 299-304. 


36 § 4. ITpednonomenua 


ΜΉΤΗΜΚΟΒ, HOTAIMA IIpMMeHAJIacb ΠΟΒΟΘΜΘΟΤΗΟ UH cTasia OL- 
HMM M3 JOCTH)KEHHHM ASLIUeCKOM KYJIBTYPBEI. 

UTo Ke 3acTaBHJIO B ΠΘΡΒΡΙΘ NATL cToNeTHH cpegqHeBeKo- 
ΒΡΗ͂ OTKasaTECA OT Hee? Kakve IPHUMHEI ΒΡΙΗΥ ΠΗ ΠΗ KybTyYPy 
OTOPOCHTL STO 3HAYHTebHOe 3aBOeBaHHe Καὶ BHOBb BEPHYTLCA Καὶ 
6ecNHcbMe€HHOMY MYS3bIKaJIbBHOMy O6uxory? 

ἘΠ NpHMHATh 3a peasIbHocTh «6es33ByuHyi0» snoxy 1V-IX, 
TO OTCHOAa CJleqyeT, YTO TpeBHerpeyecKoe HOTHOE MHCbMO, ΠΡΟ- 
CYIJeCTBOBaB WiecTb (HIM ake TeBATL) cTONeTHH WM cTaB He- 
OTBeMJIeEMOM YacTLIO MY3bIKAJIbHOH KYJIbTYPbI, 668 BHAUMBIX U 
NOHATHBIX IPHUMH ΒΡΙΠΙΠΟ 43 ynoTpe6mneHua. VM camoe yoquBH- 
TeJIbHoe, UTO 9TO CJYYMNOCh MMeHHO Tora, Korga Havaslach 
JKU3Hb BU3aHTHHcKOH UMMepun — No obLjempH3sHaHHOMy MHe- 
HMO, BBICOKOPasBUTOFO MYy3biKaIbHOro ΟΟΠΠΙΘΟΤΒΒ. 

HO MOSKET BBITb BCE OBLACHAETCA TEM, UTO HPO- 
TMB «A8bIYECKOM HOTAIIMM» BLICTYMMJIO BCECHJIb- 
HOE B BASAHTUU XPACTUAHCTBO? 

MspectHo, uTo xpHcTMaHcTBO, IIpeBpaTHBllleeca B BusaHTHU 
B rocyfapcTBeHHy!0 ΡΟΠΉΓΗΙΟ, 98 ΔΟΤΨΙΟ C BpaskKTeOHOCThIO H C AB- 
HIM ipeyqyOe2x TeHHeM OTHOCHJIOCb KO BCeMy, {ΤῸ 6BIIO CBA3aHO 
¢ A3bI¥eCKMM ΜΗΡΟΜ. Ha To 6H CBOM MHOTOUNCJIeHHbIe NPHYH - 
HbI, KOTOPble HH JJIA KOTO He ABJIAIOTCA ceKpeTOM. PesyibTaTOM 
S3TOTO MPpOTHBOCTOAHMA, MMeBIlero HellocpeycTBeHHOe OTHOWeHHe 
K MYSbIKaJIbBHOMy o6uxogy, CTasIO AKTHBHOe HeIIpHATHE ΠΘΡΚΟ- 
BbIO MY3bIKaJIBHbIX MHCTPYMEHTOB, ΒΔ ΠΗΤΗΔΒΠΙΗ͂Χ Ce6A CBA3bIO C 
ASBIUECKUM KYJIbTOM (XOTA ΠΠΗ aTOTO GBI UM Apyrve Npw4uHs4l). 
Moker ObITh ASLIUeCKY1O HOTAllMi0 MOcTUrsa Ta Ke Cama yuacTb 
M OHA OKasasacb ΒΡΙΟΡΟΠΙΘΗΗΟΪ U3 ΧΡΗΟΤΗΔΗΟΘΚΟΙ͂ #KM3HH? 

K cuactTbw, cyliectByeT yOequTesbHoe JOKasaTeJIbCTBO, UTO 
3TO He Tak. YNOMAHYTHIM MocieqHUM B ΒΡΙΠΙΒΠΡΗΒΘΠΘΗΗΟΜ ΠΕ- 
peuHe MalMpycHbIx HCTOUHHKOB XPHCTHaHCKMHM TuMH CBATON 
Tpouue (Papyrus Oxyrhynchus 1786) 3anucaH aAsbIdecKOl HO- 
Taye. Kak MbI BUAMM, XpHcTHaH He WIOKMpoBasO, 4TO CJIOBa, 
IpocaBiatwuywe Ceatyio Tponlly, COMpoBoxKAalOTCA ΗΟΤΗΡΙΜΗ 
3HakaMHM, KOTOpble H3,aBHa ObIJIM B ASbIYECKOM O6MxOTe HM Μο- 
NOJIb30BaJIMCh ΠΠΗ 3allMcH TMMHOB, MpocMaBJIAIOWux ΑΠΟΠΠΟΗΒ, 
Hemesugzy u Mys. Ilepexq Hamu dakT 3HaMeHaTeJIBHbIN cam ΠΟ 
ce6e. OH He ZOlyckaeT Jaoke MpesqnosIoxKeHHA O «TOHEHHAX» Ha 
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and even became one of the major achievements of pagan 


, culture. 


What made people reject it during the first five centuries 
of medieval times? What were the reasons which forced that 


| culture to cast aside this major achievement and go back to 


oral musical life? 
If we assume that the «soundless» epoch of the IVth— 


IXth centuries really existed, we can see that a very interesting 
conception emerges. Ancient Greek Notation writing, after 
existing for six (or even nine) centuries, and after becoming 
an integral part of musical culture, suddenly, without any 
reasonable explanation, stopped being used. And the most 
amazing thing is that this happened exactly at the time the 
Byzantine Empire started its existence (according to a widely 
accepted opinion, the Byzantine Empire was always a highly 
developed musical society). 

But maybe all of this can be explained by the following 
statement: WHAT IF A POWERFUL BYZANTINE CHRISTIA- 
NITY CAME OUT AGAINST «PAGAN NOTATION»? 

It is very well known, that Christianity, which become a 
state religion in Byzantium, was very hostile and prejudiced 
against anything that was in any way connected to the pagan 
world. There were many obvious reasons for this kind of 
attitude. This opposition, in relation to musical life, resulted 
in the church’s hostility toward musical instruments, which 
were diScredited due to their connection to pagan cults 
(although there were other reasons too). Could it be that pagan 
notation shared the same fate as musical instruments? And 
may it have just been discarded from musical life? 

Fortunately, there is convincing evidence that disproves 
this suggestion. A papyrus scroll is mentioned at the end of 
the foregoing list — a Christian hymn devoted to the Holy 
Trinity (Papyrus Oxyrhynchus 1786) — which is written in 
pagan notation. As we can see, Christians were not shocked, 
that words of praise to the Holy Trinity were accompanied by 
notation, once used for recording pagan hymns in favor of 
Apollo, Nemesis and Muse. This 15 ἃ very significant historical 
fact. This fact is significant in itself. The fact does not allow 


38 § 4. ITpednosomenua 


HOTALM0 CO CTOPOHbI ΠΘΡΚΒΗ͂. KoHedHO, MOXKHO HacTaHBaTb Ha 
TOM, uTo Papyrus Oxyrhynchus 1786 — o,MH-eMHCTBeHHbIN 
NaMATHWK XPHCTHAaHCKOrO cosepKaHUA C ApeBHerpeyecKoH HO- 
ΤΑΙ ΘΙ M OSTOMY OH He MO?KeT PaCCMATPUBATECA Kak ΒῦσΟΠΙΟΤ- 
HO y6eAUTeJIbHOe CBU JeETEJIBCTBO ΗΘ TOJIBKO JIOAJIbHOCTH, HO WarKe 
TePNHMOCTH XPMCTHaHCTBA K ABLIUeCKOM HOTALMH. 

Cnopy HeT, xpuicTwaHcKui THMH CBaATOH Tpouue, 0 KoTO- 
POM MyeT peub, DelicTBUTeJIbHO, eMHCTBEHHbIM USBeECTHbIM HaM 
MlaMATHUK ΠΟΠΟΟΉΟΓΟ poga. Ho ΠΡ o6cyxAeHUn ero ΜΗΦΟΡΜΔΠΗ - 
OHHBIX BOSMO}JKHOCTeHM HYIKHO IOCTOAHHO NOMHUTh O IpwunHax, 
BbISBaBIUMX NOABIeHHe TaKOTO AOKyMeHTa. Ecuu coyxpy2KecTBO 
OorocsyKeOHOTO TeKcTa M «<ASLIVeECKOM» HOTA ObINO ΒΔΦΜΚΟΗ - 
poBaHo Ha ΠΑΠΗ͂ΡΥΟΘ, 3HauuT OHO cTasIO CleqCTBMeM TloTpebHoc- 
Te IpakTuKu. 7816 ΗΘ BOSHMKIIAa ObI HEOOXOAMMOCThL Wake B 
ὉΠΗΟΡΘΒΟΒΟΙ͂ samlvicu. B caMoM ese, 3aueM HY2KHO ΟΕ1ΠῸ ΒΔ ΠΗΟΒΙ- 
BaTb ΓΗΜΗ, eCJIM He IIpeqnosaranocb M60 NOCTOAHHO ΜΟΠΟΠΗΙ͂ΤΕ 
ero, M60 NepezatTs B Apyrve pyKU AJIA ΜΟΠΟΠΗΘΗΜΗ ΜΠῈ coxpa- 
HMTb AIA NamMatTH? Bce AomycKaeMble CUTyalluu — cBUeTeJIb- 
CTBa yUaCTHA STOTO MY3bIKaJILHOrO MaTeplasia B XPHcTHaHCKOM 
o6uxogye. OfHako, 3HaHve ocobeHHOCTe My3bIKaNBHOU »KU3HH 
PaHHUHX XPHCTHaHCKUX OOLIHH JaeT OCHO BaHMe CUMTAaTh, UTO THMH 
Canto Tpouue 6bII JaseKko He eAHMHCTBeHHBIM 3By4aBIUMM TaM 
HlecHonenuem®!, Ero cilexzyeT paccMaTPHBaTb JMUIb Kak ylleJieB- 
ΠῚ UAacTL ΠΘΠΟΙ͂ ΓΡΥΠΠΡῚ JOKYMeHTOB, a He KaK KaKOH-TO cJy- 
yanHbI o6pasell, He ΟΥ̓ ῬΡΔΣΚΘΙΟΠΙΝ ἢ THMMYHIX HOPM MY3bIKaJIb- 
HOM ΠΡΆΚΤΗΚΗ, KOTOPbI KAKUM-TO UYJOM yee] MMeHHO 1A 
TOTO, UTOOLI HallpaBUThb HalllM NOMUCKH ΠΟ ΠΟΣΚΗΟΜΨ MyTH. ΟΠπολκ- 
HOCTL CATYyallMu, CBA8AHHOM c «ΓΉΜΗΟΜ ΟΒατοῦ Tpone», 3akJIIO- 
yaeTCA JIMIMb B TOM, UTO STO CJMHCTBEHHbIM MaMATHUK CoWsa 
XPHCTWAHCTBA HM ABbIYeECKOH HOTAaIMU, ὙΠΘΠΘΒΙΠΙΜΝ JO Hallux 
ane. Korga xe B pacnlopaskKeHHM HayKU ἨΔΧΟΠΉΤΟΣ CUMTAaHHbIe 
ΠΟΚΥΜΘΗΤΒΙ, TO KadKAbIM U3 HAX WpHobperaeT ocoGyl0 BaKHOCTh. 
SHaUMT, MoKA HeT HUKaKUX OCHOBAHHM paccMaTpMBaTbh ΓΉΜΗ 
Casto Tponue B KavecTBe McKJIOUeCHHA U3 ΠΡΔΒΗΠᾶ. 


31 TIonpo6bHee οὔ stom cm.: Tepyman E. Tumu y uctoxos Hosoro 
gapeta. Becefbl 0 MYSbIKaIbHOli 2KN3HM PaHHUX XpVcTMAHCKMX oOOUIMH. 
M., 1997. 
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us to assume «persecution» of notation by the Church. We 
can not assert, that Papyrus Oxyrhynchus 1786 is the only 
existing monument with Christian content and Ancient Greek 
notation together. And that is why it can not be treated as 
absolutely convincing evidence of Christianity’s loyalty to, 
or even tolerance of, pagan notation. 

It is indisputable that the Christian hymn in honor of the 
Holy Trinity is really the only monument known of this kind. 
But before discussing its informational abilities, we must keep 
in mind reasons, which led to the creation of such a document. 
If the fact of «concordance» of a religious text with pagan 
notation was registered on papyrus, it should have been a 
consequence of musical practice’s necessities. Otherwise, there 
would have been no need to make even an occasional notation. 
Really, why would somebody write a hymn if this hymn would 
not be constantly used and transmitted to different people, or 
if there was no reason for remembering it? All of these assumed 
situations evidently show that this musical material was being 
used in Christian everyday practice. However, the knowledge 
of the particularities of musical life in early Christian 
communities gives grounds to think, that the hymn to the 
Holy Trinity, by no means, is the only chant, that was heard 
in that time®!. It can be looked upon as a part of a major 
number of documents. It should not be treated as an accidentally 
surviving piece (one that does not reflect any typical norms of 
musical _practice) which purposely tries to lead us the wrong 
way. The tragedy of the situation connected to the hymn to 
the Holy Trinity exists only in the fact that it is the single 
example of a concordance of Christianity and pagan notation, 
which has come dowm-to-ts. ἣν ΠΕ Sthotearsiip” tas” only—a_ 
particular amount of manuscripts at its disposal, each one of 
them assumes a vital importance. So, at this point, there are 
no reasons for considering hymn in honor of the Holy Trinity 
to be an exception from the rules. 


31 More about it see: Tepyman E. Tumu y uctoxos Hoszoro 8886- 
ta. Becegbl O MY3bIKAaNbHOM 2XM3HM PaHHMx xpucTMaHCKUX OOLIHH. 
M., 1997. 
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Bonee Toro, ecu 6bI B Halliem ῬΔΟΠΟΡΗΣΚΘΗΜΗ͂ He ὔριπο Papy- 
rus Oxyrhynchus 1786, To 4 B STOM CJTy4ae HeIb3A ObLIO GbI yTBepoK- 
AaTb, UTO MEKTYy Ξ9ΡΙΠΘΟΚΟΙ͂ HOTaWMeu U paHHexpucTHaHcKol 
ΠΘΒΈΆΘΟΚΟΠ KYJIbTYypol 6bIIa HeMpoOXOAMUMas ΠΡΟΠΒΟΤΕ Ηὶ OTCyTcT- 
BOBaJIM KakNe ObI TO ΗΜ ObIJIO KOHTAKTHI. CyllecTByeT OHA BackK- 
Han OObeKTHBHAN TIPHunHa, yOesKTaloland B TOM, ἯΤΟ MexKZY MOJIO- 
Hol penurueli u cTapoli HoTaljMeli He ΠΟΠ,ΚΗΟ ObLUIO OITA ΚΟΗΦΠΙΗΕ - 
Ta. Beqb HoTalusA He HeceT HHKakOl «ἩΠΘΟΠΟΓΜΈΊΘΟΚΟ HarpysKu». 
Ona ΠΡΘΠΟΤΆΒΠΕΘΤ co6ol JM CpexcTBO 3allMucn 3By4alllero My- 
3bIKaJIBHOTO MaTepHasla U, Kak yKe YKasbIBasloch, C STOM TOUKH 
3peHHA ABJIAeCTCA PasHOBUAHOCTHIO WHcbMeHHOocTH. ΠΠΟΠΟΟΗΟ Tomy, 
Kak OObI4YHOe MIMCLhMO @UKCHpPyeT OMHOBPeMEHHO ABbIVeCKYO, 
epeTHUeCKyl0, BbICOKO-peJIMTMoOsHy!0 UM BCAKYO Apyryw JuTepaty- 
py, Tak Ηὶ CpeAcTBaMH HoTallMH MO?KHO 3allHcbIBaTh Kak GOroxyJib- 
Hble ΠΘΟΘΗΚΗ͂, Tak HM ΒΟΒΒΒΙΠΙΘΗΗΒΙΘ Gorocsry2KeOHbIe THMHbI. Hota- 
ΠΗ ΒΗΘ ufeonoruu. AMeHHo nosToMy BO BpeMeHa MHOTOUNCJIeH- 
HBIX eBponelickux peBoromui Hoporo BpeMeHu (Korfza MeHAJIN 
KasleHfapb, CHCTeMy JleTOHCUNCIeCHHA, Ha3BAHUA MecALeB MU arKe 
lipaBuJla opdorpamun) HUKOMYy B ΓΌΠΟΒΝ HHKOTga He IpuxogH- 
πᾶ MBICJIb OTMEHHTL HOTALIM10, Kak «Mepe2xKHTOK» ΠΡΟΠΊΠΟΓΟ. 

IIpodeccuoHasbHoe pasBUTMe XPUCTHaHCKO WepKOBHOM My- 
3bIKH, CyA ΠΟ BceMy, Hatiasiocb rye-TO HecKoNbKO paHee IV cTo- 
JIeTHA , MOCKOJIBKY B MCTOUHMKaXx, HbIHe JaTHPyYeMELX 9THM BpeMe- 
ΗΘΜ, yoKe BCTpeual0Tcad TEPMUHI ψάλτης, ψαλτῳδός H ψαλμῷδες 32, 
ΟΟΟΘΒΗΔΈΒΙΟΙΠΜΘ ΠΡΟΦΘΟΟΜΟΗΒΠΒΗΟΓῸ mesuero. B 6osee paHHue 
CTOJIETHA HOBOM Spbl JesIO MeHuA pH GorocsyKeHHN OBINO B 
PyKax ΠΡΕΧΟΣΚΒΗ UJI OFHOTO M3 UTEIIOB, ἃ KaYeCTBO NeHHA He 
OUeHb BOJHOBAJIO «JIMTYPrucToB», MOCKOJbKY Tora BasKHa Gbisla 
UCKPeHHOCTh ΒΟΠΟΠΗΘΗΜΗ͂, a He ypOBeHb efO My3biKasibHocTu®®, 
ΟΠΗΒΚΟ c ΨΟΠΟΡΚΗΘΗΜΘΜ αὶ ΠΟΡΞΠΟΌΘΗΜΘΜ δΟΓΟΟ ΠΥ ΚΘΗΜ Tpe- 
ΘΟΒΔΗΜΗ͂ Καὶ MeByeckomy Jesy BospacTasiM UW 3TO ΗΘΜΜΉΨΘΜΟ ΠΟΙ} - 
Ho ObIJIO IpMBecTH K ΟΥ̓ΔΗΟΒΙΘΗΜΙΟ ΓΡΥ͂ΠΠΡῚ ΠΡΟΦΘΟΟΜΒΟΗΔΠΕ- 


8? Cm., Halpumep: Cyrilli Hierosolymitani archiepiscopi Proca- 
techesis 6 // PG 33. Col. 344. [Pseudo]-Ignatii Ad Antiochenos XII 
1-2 // PG 5. Col. 908. 

88 Tlonpo6uee 06 atom cm.: Tepyman ἘΠ. Tumu y uctoxos Hozoro 
SaBeta. C. 76-86, 116-118. 
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Moreover, even if the Papyrus Oxyrchynchus 1786 were 
not at our disposal, in this case, still there would be no 
reason to insist that there was an abyss between pagan 
notation and early Christian chant culture and absolutely 
no “SOTTeMEE between them. One objective reason convinces 
us, that there could not be a conflict between the young 
religion and old notation. Really, notation has absolutely 
no «ideological content». It is just a way of writing down 
the sounding material. And from this point of view notation, 
is just a variety of a system of writing. As regular writing 
simultaneously registers pagan, heretical, highly religio-( 
us and any other literature, notation can be used not only ; 
for writing down blasphemous songs, but also for recor- 
ding highly spiritual Christian hymns. Notation stays 
outside ideology. That is why during many European re- 
volutions in modern times (when the calendar, the system 
of numbering the years, the titles of months and even the 
rules of spelling had been changed) nobody ever had in 
mind an idea of abolishing the notation, as a «remnant» of 
the past. 

A professional development_of Christian church music 
began somewhere before the early IVth century, all evidence 
considered found in documents how dated to that time, which 
contain terms like ψάλτης, ψαλτῳδός and ψαλμῷδες 32. they show 
the presence of the prefessional ehanter. In the ae centuries 
A. D. parishioners or one of the readerp were responsible for 
singing during the sermon. «Liturgists» did not care much 
about the quality of singing. Most important was the sincerity 
of singing, but not it’s musical level**. But as divine service 
became more complicated and better organized, the requi- 
rements became more demanding. This fact led to the creation 
of a group of professional chanters, which was formed within 

32 For example see: Cyrilli Hierosolymitani archiepiscopi Proca- 
techesis 6 // PG 38. Col. 344. [Pseudo]-Ignatii Ad Antiochenos XII 
1-2 // PG 5. Col. 908. 

33 More about this see: Tepyman E. ΓΉΜΗ y uctoxos Hoporo 3ase- 
ta. C. 76-86, 116-118. 
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HbIX TeBUHX, CPOPMUPOBaBIleicA BHYTPH Κὺρ. Ho no Tak 
HasbIBaeMbIM «ATOCTOJILCKMM yCTaHOBJIGEHHAM»>, OTHOCHMBIM, 
npnHo6smH3suTebHO, Καὶ IV cromeTuIO, MOXKHO yBUJeTh, YTO MeBune 


yoke IIpouHo ΒΟΠῚΠΗ B Knup*!: 


Διάκονος ἀφορίζει ὑποδιάκονου, 
ἀναγνώστην, ψάλτην, διακό- 
γισσαν, ἐὰν ἢ τι τοιοῦτον μὴ 
παρόντος πρεσβυτέρου. Ὑποδια- 
κόνῳ οὐκ ἔξεστιν ἀφορίσαι, οὔτε 
μὴν ἀναγνώστην, οὔτε ψάλτην, 
οὗτε διακόνισσαν, οὔτε κληρικόν, 
οὐ λαϊκόν. 


uaKon omayuaem unoduako- 
Ha, umeua, neeuezo, QuaKoHUc- 
cy, ecu OKaHCeEMcCA πα κοῦ, {πιο 
Cc6AUZEHHUK OMcymcmeyeM. 
Hnoduakony He noz601aemcan 
omay4amb HU UMeUa, HU π66- 
4e20, HU OuaKoHUccy, HU KJLU- 
pura, Hu Hapod. 


CylecTByOoT HeOCHOpHMble CBUAeCTeCILCTBa TOTO, AUTO B 


«089 ΒΥ ΗΟ» ΘΠΟΧΥ MpodbeccnoHasbuble Nepune Gnu He- 
OTBeMJIEMOH 4acTbIO He TOJIBKO IlepKOBHOH, HO u ΟὔΠΙΘΟΤΒΘΗ- 
HOH BU3aHTUMckKou KUBHH. Tak, B 14-m Kanone IV Bcenenckoro 
Co6opa, mpoxogusutero Β 451 rony B XankugoHe, Tpepora oO 
BIIMAHUM ASbIYeCTBAa Ha JIMMHYIO 2KU3Hb «KJIMpoliaH» ὁποοσοῦ- 
CTBOBasla TOMY, UTO MeBune YNOMMHAIOTCA ΡΗΠΟΜ c uTelaMu®: 


Ἐπειδὴ ἔν τισιν ἐπαρχίαις ovy- 
κεχώρηται τοῖς ἀναγνώσταις, καὶ 
ψάλταις, γαμεῖν, ὥρισεν ὴ ἁγία 
σύνοδος, μὴ ἐξεῖναί τινι αὐτῶν 
ἑτερόδοξον γυναῖκα λαμβάνειν. 


Ποεκοπκῃ 6 HeKOMopoix enap- 
xuax [AaAzbluecKue WeHUUHDdL | 
σχοθήπιοι ὁ UMeYamMU U NEeBiU- 
MU, UMOObL HCEHUMDCR, canmoil 
cuHOO nocmaHosun He paspe- 


WaMb HeKoMopbLM U3 Hux Opame 
UHQAKOMbICAAWLYIO WeHY. 


A 23-% Kanon Ilomectuoro JlaoguKuiickoro Co6opa (Bepo- 
ATHO, OKONIO 363-364 rr.) sampeljaeT UM MeTb OFeETHIMH B ὡράριον 
(opapd μπῇ opapuit — AWMHHaA JeHTa, KOTOPyl HayeBaeT AuMa- 
KOH, Kora 6epeT Ha ce6a BemeHHe YacTH cry2KO6bI)**: 


34 Constituiones apostolicae VIII 28, 7-8 // PG. I. Col. 1125. 

35 ράλλης Γ, Πότλης M. Σύνταγμα τῶν θείων καὶ ἱερῶν κανόνων. T. Β΄. 
᾿Αθήναι, 1852. 5. 251. 

90 ΠΡ: Tal. 2.192: 
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the clergy. But according to so-called «Apostolic .consti- 
tutions», dated approximately to the IVth century, it can be 
seen that by that time chanters become an integral part of 


the clergy*: : 


Διάκονος ἀφορίζει ὑποδιάκονου, 
ἀναγνώστην, ψάλτην, διακό- 
γισσαν, ἐὰν ἢ τι τοιοῦτον μὴ 
παρόντος πρεσβυτέρου. Ὑποδια- 
κόνῳ οὐκ ἔξεστιν ἀφορίσαι, οὔτε 
μὴν ἀναγνώστην, οὔτε ψάλτην, 
οὔτε διακόνισσαν, οὔτε κληρικόν, 
οὐ λαϊκόν. 


The deacon excommunicates 
the reader, chanter, and deaco- 
ness, if it happens that the 
priest is not present. The hy- 
podeacon is not allowed to 
excommunicate any reader, 
chanter, deaconnes, or clergy- 
man, no one. 


There is some indisputable evidence proving that during 


the «soundless» epoch professional chanters were not only an 
integral part of the Church, but also an integral part of Byzan- 
tine life. So, in the fourteenth Canon of the IVth Eetimeérical 
Council that took place in Chalcedon in 451, we can see an 
obvious warning regarding the pagan influence on the clergy’s 


private life, because chanters and readers were liSted together®: 
SS ee Ss eee 


, 
Ἐπειδὴ ἔν τισιν ἐπαρχίαις ovy- 
κεχώρηται τοῖς ἀναγνώσταις, καὶ 
ψάλταις, γαμεῖν, ὥρισεν ἣ ἁγία 
σύνοδος, μὴ ἐξεῖναί τινι αὐτῶν 
ἑτερόδοξον γυναῖκα λαμβάνειν. 


Due to the fact that in some 
eparchies [pagan women] get 
together with readers and 
chanters in order to get mar- 
ried, the Holy Synod decreed: 
not to allow some of them to 
take heterodoxical wives. 


And the 23™ Canon of the Landed Gentry of the Laodicea 
Council (about 3603-864) prohibited chanters to sing dressed 
in ὡράριον (orarion — a long ribbon which the deacon puts on 
when leading part of the divine service)**7 


34 Constituiones apostolicae VIII 28, 7-8 // PG. I. Col. 1125. 
35 ράλλης Γ, Πότλης M. Σύνταγμα τῶν θείων καὶ ἱερῶν κανόνων. T. Β΄. 


᾿Αθήναι, 1862. 5. 251. 
36 Ibid. T. ΤΈΣ 192. 
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Ὅτι οὐ δεῖ ἀναγνώστας, ἢ ψάλτας 
ὥράριον φορεῖν, καὶ οὕτως 
ἀναγινώσκειν, ἢ ψάλλειν. 


4. Tpednononcenuan 


O mom, umo He θοπόκηο UMe- 
yam UU NeBuuUM HOCUMd Opapdb 
u 6 Hem” nem. 


Cneayroujuii, 24- ἃ Kanon Toro xe Co6opa sampenjaeT neB- 
4MM HM ΒΟΘΜ OCTAJIBHBIM «KJIMpollaHaM» XOJMTb ΠΟ TpakTHpam”®: 


Ὅτι od δεῖ ἱερατικοὺς ἀπὸ 
πρεσβυτέρων ἕως διακόνων, καὶ 
ἑξῆς τῆς ἐκκλησιαστικῆς τάξεως 
ἕως ὑπηρετῶν, ἢ ἀναγνωστῶν, ἢ 
ψαλτῶν, ἢ ἐφορκιστῶν, ἢ θυρω- 
ρῶν, ἢ τοῦ τάγματος τῶν ἀσκη- 
τῶν, εἰς καπηλεῖον εἰσιέναι. 


O mom, 4mo He Θοπόκηο 6χο- 
dumb 6 Mpakmup mem, Kmo 
npuo6uen καὶ [yepKoeHony | 06- 
paddy, om cenujenHuKoe Oo dua- 
KoHoe u[ auy] nocredyimusyezo 
UePKOGHOZO 36QHUA Oo clyHCeR, 
uMeWoG, NeBuux, NPUCMYICHU- 
ποθ, NPU6PAMHUKOG U Yepedol 
acKemo6s. 


B usBecTHOM }wpuaAnueckom cOopHuke «OMaHarora» (Ena- 


ναγωγὴ τοῦ νόμου), cchopmMupoBaBlieMcA OYeBHAHO BO ΒΤΟΡΟΪ 
ΠΟΠΟΒΜΗΘ IX Β6Κ8 39, Β Τίτλος ὄγδοος, HOCALeM 88 ΓΠΆΒΜμΘ «Περὶ 
ἐπισκόπων καὶ χειροτονιῶν καὶ προβολῶν ἐκκλησιαστικῶν παντοίων» 
(Οὔ enuckonax, pykononomeHUAX U O BCEBO3MONCHELX YeEpKoG- 
Hblx OO6UHEHUAX), BIaBe 1 nepunw yNoMuHaeTcA ΠΡῊ Nepe- 
UNCJIEHUM Bcex Tex, KTO HaxOQUTCA Nog Hao AeHHeM Ηὶ ΠΟΠΕ- 


UMTeJIBCTBOM ermncKora??: 

Ἐπισκόπος ἐστιν ἐπιτηρητὴς Kai 
ἐπιμελητὴς πασῶν τῶν ἐκκλησια- 
ζομένων ψυχῶν τῶν ἐν τῇ αὐτοῦ 
ἐπαρχίᾳ, δύναμιν ἔχων τελετικὴν 
πρεσβυτέρου καὶ διακόνου καὶ ἀνα- 
γνώστου καὶ ψάλτου καὶ μοναχοῦ. 


37 ΒΥΚΒΑΠΒΗΟ: u mak. 


Enucron — Had3upamenb u 
xXpaHumeddb 6cex BOY4epKOBEH- 
Hblx Oyu 6 e20 enapxuU, UMe- 
wuui 6Blacmb’ pyKononONe- 
HUA CéAULEHHUKA, OuaKoHa, 
umeua, ne6uezo U MOHaxa. 


38 ράλλης I, Πότλης M. Op. cit. T. Γ΄. Σ. 192. 
39 Ομ; Schminck A. Studien zu mittelbyzantinischen Rechtsbu- 


chern. 1986. S. 15. To, uro, cornacHo uccnenoBaHuam A. IlImuna, py- 
KONMCHad TpagqulMa sTOrO lopuszMyeckoro NaMATHMKA Mpemnoaraet 6oree 
TOuHoe ero HasBaHMve, — He «OnaHarore», a «Mcarore» (Εἰσαγωγὴ [tod 
νόμου]) (Ibid. S. 12), — nuxak He BuuaeT Ha U3Maraemble coobpaxeHun. 

4° Zachariae a Lingenthal C. Collectio librorum juris graeco-romani 
ineditorum. Lipsiae, 1852. P. 77. 
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Ὅτι οὐ δεῖ ἀναγνώστας, ἢ About fa fact] that readers 


ψάλτας ὥράριον φορεῖν, καὶ οὕ- 
TOG ἀναγινώσκειν, ἢ ψάλλειν. 


and chanters should not wear 
orarion and sing wearing 37, 


The next 24th Canon of the same Council forbids chanters 


and all other members of the clergy to attend taverns 


Ὅτι οὐ Sei tepatiKods ἀπὸ 
πρεσβυτέρων ἕως διακόνων, καὶ 
ἑξῆς τῆς ἐκκλησιαστικῆς τάξεως 
ἕως ὑπηρετῶν, ἢ ἀναγνωστῶν, ἢ 
ψαλτῶν, ἢ ἐφορκιστῶν, ἢ Gvpo- 
ρῶν, ἢ τοῦ τάγματος τῶν ἀσκη- 
τῶν, εἰς καπηλεῖον εἰσιέναι. 


ἴδ) 


About [a fact] that it is not 
proper to go into a tavern for 
those who are a part of a 
[church] divine service, star- 
ting from priests to deacons 
and ending with [people] of 
lower church rank, servers, 
readers, chanters, servants and 
a number of ascetics. 


In a well-known juridical collection «Epanagoge» (Ἐπα- 


ναγωγὴ τοῦ νόμου), which had been put together approximately 
in the second half of the IXth century®®, in Τίτλος ὄγδοος, that 
has a title «Περὶ ἐπισκόπων και χειροτονιῶν καὶ προβολῶν ἐκκλησια- 
στικῶν παντοίων» («About bishops, blessings, and about various 
church charges»), in Chapter 1 a chanter is mentioned in the 
list of those who were under the supervision and guardianship 
of the bishop”: 


Ἐπισκόπος ἐστιν ἐπιτηρητὴς Kai 
ἐπιμελητὴς πασῶν τῶν ἐκκλησια- 
ζομένων ψυχῶν τῶν ἐν τῇ αὐτοῦ 
ἐπαρχίᾳ, δύναμιν ἔχων τελετικὴν 


A bishop is an overseer anda 
keeper of all souls that are in- 
churched in his eparchy, he 
has the power to bless a pri- 


est, deacon, reader, chanter and 
monk. 


πρεσβυτέρου καὶ διακόνου καὶ ἀνα- 
γνώστου καὶ ψάλτου καὶ μοναχοῦ. 


37 Literally: and this way. 

38 Ράλλης I, Πότλης M. Op. cit. T. Γ΄. Σ. 192. 

39 See.: Schminck A. Studien zu mittelbyzantinischen Rechtsbii- 
chern. 1986. S. 15. A fact, that according to Schminck’s research 
manuscript’s more precise title is not «Epanagoge», but «Eisagoge» 
(Εἰσαγωγὴ [τοῦ νόμου]) (Ibid. S. 12), — has no impact on a stated above 
conception. 

40 Zachariae a Lingenthal C. Collectio librorum juris graeco-ro- 
mani ineditorum. Lipsiae, 1852. P. 77. 
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A ΒΓΠΆΒΘ 11 yKasbIBaeTcA, ΚΟΓΠΆ ΠΟΠΌΊΚΘΗ OLITh PyKONOJIO- 
ΚΘΗ reBunii4!: 


Ψάλτης χειροτονείσθω ag ὅτου ITeauuii nyemb 6ydem pyKono- 
οὖν χρόνου Kai αὐτὸς δύναται  ZO2EH Cc mOzO EpemeHuU, Kozda 
ψάλλειν. OH Moxcem nemb. 


TakHM o6pas0M, MpodeccuoHasbHbie WeBuHe B 
«6e33ByY4YHYW» SIOXY ABIAJMCh HEOTbeMJIeEMOH ἩΒΟΤΒΙῸ KIMpa. 
A 9ΤῸ elljle OJMH aplyMeHT B NOb3y BLICOKOpasBUTOFO My3sbI- 
KaJIbBHoro opopMseHua GorocsysKeHHU, KOTOPoe C TPyOM MO2KHO 
ΠΡΘΠΟΤΆΒΗΤΡ 6e3 HoTorpadmun. Beyb oT neBuux TpeG6oBasocb Aep- 
ΚΆΤΙ «B paboTe» O6LIMPHbIN pellepTyap MecHOMeHHH, 3By4AaB- 
ΠΗῊΧ BO BpeMA Bcero WepKOBHOrO Toma, Kak Ha OOBIMHBIX eKe- 
AHEBHEIX, TAK MW Ha NpasqHUYHbIx G6orocryxKeHUAX. Bpan su 
ΠΡΔΒΠΟΠΟΠΟΟῊΟ ΠΡΘΠΠΟΠΆΓΆΤΒΕ, YTO Take 3afaun ΜΟΓΠῊ ycnelll- 
HO pelluaTbca 668 «HOTHOrO OOMxOMa», CIYHKUBILIETO XPpaHVJIN- 
IjeM MHOTOUNCIeEHHLIX MeBuecKHX OOpasLos. 

VB camom gene, cyljecTByeT JocTaTouHoe KONM4eCTBO CBH- 
AeCTeJILCTB, UTO B «B Ge33BY4Hble» CTOJICTHA Ne «Mo KHUTaM>», 
TO ΘΟΤΡ BeECh MeBYUeCKHH MaTepHas GbIs] 3aPHKCHMPOBAaH B HOT- 
HbIX TekcTax. 15-4 KaHOH CEaTtoro JIomectHoro JlaoquKuiicKo- 
ro co6opa, NpoxogMBlero, Kak yoKe yKa3bIBasIOCch B cepesuHe 
IV cronerua, rnacut*”: 


Περὶ τοῦ, μὴ δεῖν πλέον τῶν O mom, mo ceepx KAaHOHULEC- 
κανονικῶν ψαλτῶν, τῶν ἐπὶ τὸν KUX nesuUx, BOCKOOAULUX Ha 
ἄμβωνα ἀναβαινόντων, καὶ ἀπὸ GAMB6OH, U nojwusuUx πὸ KHUzaM, 
διφθέρας ψαλλόντων, ἑτέρους τινὰς HUKaKUe Opyzue He δοπόκηθι 
ψάλλειν ἐν ἐκκλεσίᾳ. nemb 6 yepreu. 


Sfecb ΠΟΙ͂ «KaHOHMYeCKMMUM eBYMMU» NoApasyMeBawTcs 
MpodeccnouasIbHble nepune, BXOJALIMe B KJIMP M ΘΗΒΙΌΠΙΗΘ HOT- 
Hy!0 IiMcbMeHHocTb. ἯΤΟ Ke KacaeTcA BbIPAKeHUA ἀπὸ διφθέρας, 
TO OHO He BbI3LIBaeT HUKaKMX COMHEHMH, NOCKOJIBKY διφθέρα — 
KONA [JIA MMCbMa, nep2ameH VU, Β ΚΟΗΘΊΗΟΜ cueTe, KHUZa. A ecu 
nleHve ΠῸ ΚΗΓΆΜ (uuTaH «flO HOTaM») HalllJIO OTpaxkeHHe B 


41 Zachariae a Lingenthal C. Collectio... P. 79. 
42 Padang Γ,, Πότλης M. Op. cit. T. I’. Σ. 484. 
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And in Chapter 11, it is stated when chanters should be 
blessed4?: 


Ψάλτης χειροτονείσθω ἀφ᾽ ὅτου A chanter should be blessed 
οὖν χρόνου καὶ αὐτὸς δύναταικἩ at the time, [when] he obtains 
γάλλειν. an ability to sing. 


So, professional chanters in the «soundless» 
epoch were allintegral part of the clergy. This fact serves 
as another argument in favor of the highly developed musi- 
cal part of the divine service, which is impossible to ima- 
gine without notation. Chanters had to be able to present a 
wide repertoire of chants used in the church during the 
whole year for everyday public worship and for religious 
feasts. It is hardly verisimilar to assume, that those tasks 
could be successfully implemented without notation cus- 
tom, which served as a depositary of multiple chant 
patterns. 

Really, there is a large amount of evidence, which shows 
that during the «soundless» centuries people were singing 
«by books», meaning that all of the chant material had been 
written in notation texts. The 15 Canon of of Landed Gentry 
of the Laodicea Council (middle of the [Vth century) 
proclaims*?: 


Περὶ tod, μὴ δεῖν πλέον τῶν About fa fact], that except for 
κανονικῶν ψαλτῶν, τῶν ἐπὶ τὸν canonic chanters, which go up 
ἄμβωνα ἀναβαινόντων, καὶ ἀπὸ the ambo, and sing by books, 
διφθέρας ψαλλόντων, ἑτέρους τινὰς 0 other [chanters] should 
ψάλλειν ἐν ἐκκλεσίᾳ. sing in the church. 


The term «canonic chanters» was used for professional 
chanters, who were part of the clergy and who knew written 
notation. And regarding the expression ἀπὸ διφθέρας, there is 
absolutely no doubt, because διφθέρα — means leather for 
writing, parchment, and finally — a book! And if singing 
«by books» (read: «by written notation») was reflected in a 


41 Zachariae a Lingenthal C. Collectio... P. 79. 
2 Ράλλης [., Πότλης M. Op. cit. T. I’. Σ. 484. 
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MocTaHoBseHHu cobopa Β ΘΘΡΘΠΜΗΘ IV cTroneTuA, TO ΒΗΔΈΜΤ TAKOe 
lleHve ObIJIO MOBCeMecTHO paciIIpocTpaHeHo. 

B «}Kutun Deogopa Cryauta» yIoMuHaeTcA Ο MOHAaXax — 
«TBOplax TpollapeH ἡ MeJIOAU» (τροπαρίσματα καὶ μελουργή- 
pota)*?. Ἐπ ΠΟΙ͂ NepBbIMM MOryT ΠΟΠΡΑΒΥΜΘΒΒΤΒΟΗ ΤΌΠΡΚΟ 
ΔΒΤΟΡΒΙ TEKCTOB, ΤῸ BTOpbie — ABHO KOMNO3HTOphI. ΤΆΚΔΞ Πο- 
CTaHOBKa O6pasoBaHHA, ONATbL-TaKM, CBUJeTeJILCTBYeT O ΠΡΟ- 
qdeccuoHamusallMu ΠΘΒΊΘΟΚΟΓΟ ea, KOTOpaA He mora οὔοϊο- 
Tucb 6e3 HOTAILMH. 

B sapenjaHun (Διάταξις ) BH8aHTHMCKOrO BeJILMOHKM Muxan- 
πᾶ ATTamMatoca, JatupoBaHHom 6567 roqomM oT coTBOpeHHA 
MHMpa (To 601}, 1059 r.) ynomMHaeTca Web pag Oorocsy- 
ἸΚΘΟΉΒΙΧ KHHY: Ἑρμηνεῖα τοῦ Θεολόγου, Εἱρμολόγιον βομβύκινον, 
Κονδακάριον, Ψαλτήριον, Εἱρμολόγιον καὶ τὰ ᾿Αλληλουϊάρια καὶ Apy- 
rue**, Jlaxe ecm CuuTaTb, UTO O6a YHOMAHYTHIX «Apmomnorusa» 
u «Kongakapuit» cosepxKat TObKO pacnesaloljniica TeKkcT 6e3 
HOTHOTO CONPOBO)KeHUA, TO ΘΟΒΘΡΙΠΘΗΗΟ OYeBU AHO, ΤῸ «IIcas- 
THpHoH> u «Αὺππ πὸ ἤδϑρμοην — nepueckve KHurnu*. B nepBom 
ciyuae Ha3BaHHe ΓΟΒΟΡΗ͂Τ camo 3a ceOa. ἯΤΟ Ke KacaeTCA BTO- 
poro, TO ACHO, UTO He OLIIO CMBIC Ia CO3AABATb PYKOMMCh ΠΗ͂ΠῚΡ 
pagqv ΟΘΟΚΟΗΘΉΗΟΓΟ NOBTOpeHHA «asJIMIyHA»; 918 KHUra NpH- 
o6peTaeT peasILHble OUepTAaHUA TOJIbKO B TOM CJlyuae, CCIM «asi- 
JIMIyHA» U3araeTcA B pasHooOpasHbIX ΜΘΠΟΠΠΘΟΚΗΧ BapH- 
aHTax, 3aperMCTPMpoBaHHbIx HoTamMel. Bonee Toro, B 3TOM 
ΚΘ BaBelaHuu coobmaetrca**: 


᾿Απὸ tod μοναχοῦ Tpnyopiov VY monaxa [puzopun namu ὄνιπα 
ἀνελαβόμεθα βιβλίον ἔχον στιχηρὰ npuobpemena KHuza, codepr9ca- 
τονισμένα ὡς Εἱρμολόγιον. Wah NOLOMHEHHbLE HA MY3bLKY 

cmuxupel, Hanodo6ue Hpmonoea. 


CreqopatesIbHo, ecm Β cepeqvHe XI Beka ΠΟΠΟΘΉΒΙΘ KHH- 
TM MOPIM HaXOMUTLCH y ἸΔΟΤΗΡΙΧ IMI, TO 3HAYMT BOSPACT UX 


48 Michaelis Monachi Vita et conversatio Theodori abbatis 
monasterii Studii, 29 // PG 99. Col. 273. 

“4 Sathas C. Bibliotheca medii aevi. Vol. I. P. 50. Paris, 1872. P. 49. 

4 Tepyman E. Busauruticxoe mysbikosnanve. JI., 1988. C. 143. 

46 Sathas C. Op. cit. P. 68. 
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council’s statement in the middle of the IVth century, it means 
that it was widely used at that time. 

In «The Life of Theodore of Stoudios» we can find a note 
about monks, «creators of troparions and melodies» (τροπα- 
ρίσματα καὶ μελουργήματα) 3. If by the first term was meant 
only the authors of texts, then by the second they clearly 
meant composers. This manner of education once again shows 
the level of professionalism in singing which could not have 
done without notation. 

In a testament (Διάταξις) of the Byzantine dignitary 
Michael Attaliatos (dated by 6567 years from the creation 
of the earth — so it’s 1059) a whole list of service books can 
be found: Ἑρμηνεία τοῦ Θεολόγου, Εἱρμολόγιον βομβύκινον, 
Κονδακάριον, Ψαλτήριον, Εἱρμολόγιον καὶ τὰ ᾿Αλληλουϊάρια and 
others‘*. Even if we assume that «Heirmologion» and «Kon- 
dakarion» contain only texts, which could be used without 
any notational company, there is not a shadow of doubt that 
«Psalterion» and «Alleluiaria» — are chant books“. In first 
case the title of the book speaks for itself. And in the second 
cause it is quite clear that there was no reason for creating 
a manuscript just to repeat the word «Alleluia, alleluia, 
alleluia». This book can be treated like a real document only 
if the word «Alleluia» is accompanied by various melodi- 
es, registered in notation. Moreover, it is also stated in the 
testament*®: 


"And τοῦ μοναχοῦ Γρηγορίου From monk Gregory we obtai- 
ἀνελαβόμεθα βιβλίον ἔχον στιχηῃρὰ med a book, which contained 


| τογισμένα ὡς Εἱρμολόγιον. stichera, put in music, just like | 


Heirmologion. 


So, if by the middle of the XIth century private in- 
dividuals had this type of book at their disposal, this means 


48 Michaelis Monachi Vita et conversatio Theodori abbatis monas- 
terii Studii, 29 // PG 99. Col. 273. 

44 Sathas C. Bibliotheca medii aevi. Vol. I. P. 50. Paris, 1872. P. 49. 

45 Tepyumax E. Busautulickoe myabikosuanue. JI., 1988. C. 143. 

4 Sathas C. Op. cit. P. 68. 
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yhloTpe6JleHuA ΗἩΒΜΗΟΓῸ CTaplle, Tak Kak OHM yoKe ΟΤΆΠΕ OGEI- 
AeHHON Bebo B KUTeMcKOM ΟΟΉΧΟΠΘ. Crosa Ke MOMKHO ποῦδ- 
BUThb, 4TO COrmacHO MpOBeAeCHHbIM OCHOBATeJIBHbIM UccuJe- 
ΠΟΒΔΗΜΗΜ Takagi BaxkHan TleBuecKkad KHULa, Kak «Στιχηράριον», 
yoke cyilecTBoBasa B VIII cronetun*’. Ecnu ato nelicTBUTeILHO 
Tak, To B VIII Beke cshopmMupoBasach KHMTa, COCTOAMaA Μ8 
TlecHoneHHuM ΟΠΗΟΓῸ 2xKaHpa. ΗΘΤΡΥΠΗΟ AorayaTEcA, ATO 9TO 
MOrJIO IPOM3OHTH TOJIbKO B pesyJIbTAaTe ΠΠΗΤΘΠΒΗΟΓΟ pasBuTHaA, 
KOTOPOMY ΠΡΘΙΙΠΘΟΤΒΟΒΆΠΗ caMbie pasHOoOpasHble 9Talibl 
3alMcu ΠΘΟΗΟΠΘΗΒΗ͂, 6e3 ux ΠΗΦΦΘΡΘΗΠΜΔΠΗ No ΔΗΡΆΜ. 
A 3To ellje pa3 KocBeHHO MoATBepxKAaeT ΠΆΒΗΙΟΙΟ NeBuecK yO 
TipaKTUKy, ΠΡΟΧΟΠΗΒΠΙΨΙΟ Ha POHE AKTUBHOTO ΜΟΠΟΠΡΒΟΒΔΗΜΗ 
HOTA. 

CieoBaTeJIbHO, BCe TOBOPUT O TOM, UTO HOTHOe ΠΗ͂ΘΡΜΟ 
o6A8aTeIbHO cyliecTBoBano. Ho BHOBb BOSHMKaeT BCe TOT Ke 
ΒΟΠΡΟΟ: KAKMM OHO ObINIO — ApeBHerpeyecKuM, «ASbIUeECKUM» 
WIM yoke BUSAHTHUCKMM, «XPHCTHaHCKUM»? A Mo ?KeT ObITb 
CyIeCTBOBaJia KaKkaA-TO TpeTLA eFO PasHOBUAHOCTh, mpescTaB- 
JIABIUIAA COOOM HeKylo MepexogHyW cTaquw oT OHO HOTalMU 
K Apyrou? 


§ 5. Cauyzerensetsa 
My3bIKa IbHO-TeopeTHuecKHX 1aMATHHKOB 


BenomuuM, 4TO XpMcTMaHCTBO He OTKasasoch OT «Π551160- 
KUX» HayK, COfepKalllMx 3HAaHHA O ΠΡΗΡΟΠΙΘ u BceneHuo, a 
IipMHAsa UX B CBOe JIOHO, OCyIIeCTBUB ΠΗ͂ΠῚΡ HEKOTOPyh Koc- 
MeTHUeCKYWO ΡΘΟΠΔΚΗΜΙΟ TaM, rye sTOTO TpeboBanH ycTAaHOBKH 
HOBOH pemurun. J[MCIMINMHbI «ASbI4UeCKOrO» Keadpueuyma, 
KyJa BXOAWJIa MW My3biKa, TakKe CTAJIM BAYKHBIM PasqeJOM ΧΡΗ- 


47 Lazarevic St. Στιχηράριον // Byzantinoclavica 2. 1968. C. 298. 
Xota 9. Benneu ornocur cosqauue stot KHurM B IX Bexy (Wellesz E. 
Byzantine music // Proceedings of the Royal Musical Association. 
Vol. 59. 1932-1933. P. 16). 
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that those books had been written much earlier. We can 
also add that, according to careful research, such an im- 
portant chant hook as «=tiynpdpiov» already existed in the 
VIII th century“, If it is really so, this means that in the 
VilIth century a book, consisting of chants written in the 
same genre had been composed. This could have happened 
only as a result of a lengthy development. And earlier, there 
should have been a multitude of steps, where different types 
of chants were not separated by genres. This once again 
indirectly supports an ancient chant practice, which was 
being exercised with an active usage of notation as a 
background. 

Consequently, all these facts show that the notation 
writing system really existed. At this point the same question 
arises again: what kind of notation was it — Ancient Greek, 
«pagan» or maybe Byzantine, «Christian»? Or, maybe there 
was a different (third) type of notation system, which existed 
as some kind of transitional stage from one notation to 
another? 


§ 5. Testimonies 
of monuments on musical theory 


We must remember that Christianity did not reject 
«pagan» sciences, which contained knowledge about nature 
and the universe. On the contrary, Christianity accepted many 
of them, after doing a little «clean-up», so that things corres- 
ponded to the concepts of the new religion. The disciplines of 
the «pagan» quadrivium, which contained music, also be- 


we [> = see 


47 Lazarevic St. Στιχηράριον // Bysdnuineriavien 2. 1968. C. 298. 
Though E. Wellesz dated the creation of this book in the [Xth century 
(Wellesz E. Byzantine music // Proceedings of the Royal Musical Associ- 
ation. Vol. 59. 1932-1933. P.16). 


—— 
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cTHaHcKoro ΟὔΡΘΘΟΒΔΗΜΗ 5, EcTh BOSMO2KHOCTS ΠΟΗΗ͂ΤΡ Kak Ocy- 
IeCTBIIANach XPUCTHAaHH3allHA musica speculativa oTUaMU Π16Ρ- 
KBM. Ecsm Bompoc 0 Tom, 6bIJI AM ΧΡΗΟΤΗΒΗΜΉΟΜ Boswuii (ok. 
480-524), noKka ocTaeTca TeMHBIM uM ero «De institutione mu- 
Sica» He MOKeT CIYKUTL WIOCTpalMeH XpUCTMaHCKHX ΤΟΙ- 
KOBaHHH MY3bIKasbHO-MCTOPHuecKMX COObITHH M MYSbIKaJIbHO- 
TeopeTH¥ecKHx KaTeropuh, To B «Institutiones» Kaccuogzopa 
(ox. 490-583) onu oveBngHEI. Kpome ΟΟἾΠΗΧ yrTBepxszeHui 
TuNMa, ΤΟ My3biKa «in ipsa quoque religione valde permixta 
est, ut sunt Decalogi decacordus...» 49 (makmce xpenko c6azanHa 


48 Youre JaBHo Mopa OTKasaTbCA OT ycTapeBluero ΒΘΓΠΗ͂ΠΔ, YTO cucTe- 
Ma 3HaHM, ΠΟΙ ΒΙΠΙΒΗ͂ HaMMeHoBaHue quadrivium (apucdMetuka, reomMert- 
PUA, MY3bIKAa, ACTPOHOMMA), BOSHUKJa TONBKO B CpeaqHie Bera. B necoxpa- 
HMBIUeMCA ΤΟΥ ΜΘ IMdaropetiiza Apxura (IV B. πὸ Η. 9.). Περὶ μαθηματικῆς, 
parMeHT M3 KoTOporo ΠΡΗΒΟΠΜΤΟΙ B TpakTate [lopd@upuit (232/233- 
304/305) «Εἰς τὰ ᾿Αρμονικὰ Πτολεμαίου ὑπόμνημα» --- Kommenmapult x «Γαρ- 
monuKaM» ITmonemea (to π188.: Porphyrios Kommentar zur Harmonie- 
lehre des Ptolemaios, hrsg. I. During. Géteborg, 1932. S. 56), BoszaeTca 
XBala ΨΊΘΗΒΙΜ, KOTOpble OCTaBHIM NOCMeAYIOWIMM ΠΟΚΟΠΘΗΜΗ͂Μ WeHHBIe 
SHAHMA περί te δὴ τᾶς τῶν ἄστρων ταχυτᾶτος καὶ ἐπιτολᾶν Kai δυσίων ... περὶ 
γαμετρίας καὶ ἀριθμῶν καὶ οὐχ ἥκιστα περὶ μωσικῆς (ο cxopocmu 36e30, 0 
δοσχοθακχ U 3ax00ax, ... 0 ZeoMempuu, apu@memuKe U He MeHEee O MY3bLKe). 
ApXUT HasblBaeT Bce 970 — τὰ μαθήματα ... ἀδελφεά (CeempuncKue Hay Ku). 
O6cy2x2aa B cBoem <TocyzapeTBe» (530d) προῦπθμβι BocIMTAaHUA «cTpa- 
2xKeli», IInaroH yIIOMUHaeT My3bIKy Mocae acTpOHOMUM uM XapaKTepusyer 
9TH HayKM Tak 2xe, KaK ApxuT: ἀδελφαί τινες αἱ ἐπιστῆμαι ... ὡς ot te Πυθα- 
γόρειοι φασι καὶ ἡμεῖς ... συγχωροῦμεν (HEKOMOpole 3HAaHUA, KAK zo6opam 
nug@azopeliyst, cecmpuncKue u μοι coznacHe [c amum]). B camom Hauane 
CpeqHeBekoBbA STOT [peBHMit «co103» HayK, ὁ Jerkol pyKu Booms, nomy- 
UMJ. Ha3BaHNe «KBamqpuBuyma» (cm.: Tepyuman Ε. My3bikarbHasd Goaima- 
na, CII6., 1995. C. 27-28) u nog stot pybpuKol Bolen B McTOpUto. 

49 M. Aurelii Cassiodori Institutiones musicae, seu excerpta ex 
eiisdem libro // Gerbert M. Scriptores ecclesiastici de musica sacra 
potissimum. T. I. St. Blasien, 1784. (nepeusfanue: Hildeshaeim, 1963). 
P. 14-19. M. Aurelii Cassiodori De artibus ac disciplinis liberalium 
litterarum // PL. T. 70. Col. 1208-1212. Cassiodori Senatoris Insti- 
tutiones, ed. R. A. B. Mynors. Oxford, 1937. P. 142-150 (mepeusza- 
nue: 1963). Cm. Takxe: Iepyman E. Cassiodori De musica // Tpanu- 
UMA B UCTOPHU My3blKaNbHOM KyAbTypbl. AHTMUHOCTL, CpeqHeBeKOBbe. 
Hosoe spema. — IIpo6nemnt my3bikosHaHMa. BuinycK 3. (Jlenunrpan- 
ΟΡ rocyZapcTBeHHBIM MHCTMTYT TeaTpa, My3bIKH UW KMHeMaTorpadun). 
JI., 1989. C. 9-36. Ilutupyeman pasa Haxogutcs Ha cTp. 12. 


Ὡς ee 
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came an integral part of Christian education*. It is possible 
to understand how christianization of musica speculativa 
was being made by the fathers of the Church. If Boethius’ 
Christianity still remained in the-stade, and his «De 
institutione musica» can not illustrate how musical-theoretical 
categories and historical events were interpreted, the 
«Institutiones» of Cassiodorus (about 490-583) evidently can. 
Besides genierat-statements, such as «in ipsa quoque religione 
valde permixta est, ut sunt Decalogi decacordus...»*° (music 
is as strongly connected to religion itself, as ten strings are 


48 It is time to abandon the old perception that the system of 
knowledge called quadrivium (arithmetic, geometry, music and astro- 
nomy) was created only in medieval times. In a no longer existing work 
of Pythagorean Archytas (VIth century B. C.). Περὶ μαθηματικῆς, a frag- 
ment of which is cited by Porphyry (232/233-304/305) «Εἰς τὰ ᾿Αρμονικὰ 
Πτολεμαίου ὑπόμνημα» — «Comments to Ptolemaeus’ “Harmonika”» 
(see: Porphyrios Kommentar zur Harmonielehre des Ptolemaios, hrsg. 
I. During. Goteborg, 1932. S. 56) the scientists are praised, who left a 
great heritage of knowledge to other generations περί te δὴ τᾶς τῶν 
ἄστρων ταχυτᾶτος καὶ ἐπιτολᾶν καὶ Svoiwv ... περὶ γαμετρίας καὶ ἀριθμῶν 
καὶ οὐχ ἥκιστα περὶ μωσικῆς (about ἃ star’s speed, about sunrises and 
sunsets, .. about geometry, arithmetic and no less about music ). Archytas 
calls all of this τὰ μαθήματα ... ἀδελφεά (sister sciences), when discussing 
problems of bringing up «guards» in his «Republic» (530 d), and Plato 
mentions music after astronomy, and describes these sciences the same 
way Archytas does: ἀδελφαί τινες ai ἐπιστῆμαι ... ὡς ot te Πυθαγόρειοι 
φασι καὶ ἡμεῖς ... συγχωροῦμεν (some knowledge, as Pythagoreans say, are 
sisters, and we agree [with it]). In the earliest stage of the Medieval 
Ages, this ancient «union» of sciences was called quadrivium by Boe- | 
thius (see: Tepuman E. Mys3bikanbuas GOosumana. CII6., 1995. C. 27- 
28) and under this rubric it entered the historical record. 

42 Μ. Aurelii Cassiodori Institutiones musicae, seu excerpta ex 
eiisdem libro // Gerbert M. Scriptores ecclesiastici de musica sacra 
potissimum. T. I. St. Blasien, 1784. (reprint: Hildeshaeim, 1963). 
P. 14~19. M. Aurelii Cassiodori De artibus ac disciplinis liberalium 
litterarum // PL. T. 70. Col. 1208-1212. Cassiodori Senatoris Institu- 
tiones, ed. R. A. B. Mynors. Oxford, 1937. P. 142-150 (reprint: 1963). 
Cm. Taxxxe: Tepyman E. Cassiodori De musica // Tpaquuua B ucropun 
MY3bIKaNbHOM KyJAbTypbl. AHTW4HOCTb. CpezHeBexosbe. Hopoe BpemMa. — 
Προδπομβι ΜΥΒΒΙΚΟΘΗΘΗΜΗ. ΒΡΙΠΥΟΚ 3. (JlenuurpageKuii ΓΌΟΝ ΠΆΡΟΤΒΘΗ- 
HbIli MHCTMTYT TeaTpa, MYSbIKM M KUHeMaTorpadun). JI., 1989. C. 9-86. 
Cited phrasa is on page 12. 
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c camou penueuell, KaK Oecamu-cmpYyHHuK c Oecambi 3ano6eda- 
1}, — BO BCeM OCTaJIbHOM, ΗΔ ΜΗΒΗ OT BeJIMUMHEI HHTepBa- 
JIOB MW KOHUAA CHCTeEMOM TOHAILHOCTeH, OH CleMyeT «A38bIUeCKO- 
My» MY3bIKO3HaHH1W. J[a ΜΗΔῚΘ M He MOTJIO 6bITb, MOCKOJIbKy 
STH TeopeTHuecKue ΠΟΠΟΣΚΘΗΜΗ OTPAaKaJIN PeaJIbHOCTH, ΗΘΠΟΚΙ- 
ΒΠΆΟΘΤΗΒΙΘ M3MCHEHUAM, IPOMCXOAMBUIMM B PeJIMTMOSHBIX ΒΟϑ- 
3peHuax. WZ Kaccvogop B 3TOM He OAMHOK, ΠΟΟΚΟΠΡΚΥ͂ BCe Πᾶ- 
ΜΉΤΗΜΚΗ musica speculativa xpucTHaHCKUX BPeMeH BO MHOTOM 
MOBTOPAIOT NOJIOMKCHHA, U3BECTHbIe HaykKe ellje co BpeMeH ΠΗ- 
cbaropelines. 

Bo stopo uactu cpoux «Institutiones», nocBamweHHol My- 
3biKke, KHaccvogop ABaxK,bl YIOMUHaeT TpakTaT, HallwcaHHbili 
ΗἩΘΚΗ͂Μ TayqeHuHeM, MU HaCTOATeEIbHO peKOMeHyeT ero Tem, 
KTO XOY¥eT NPHOOMWUTbCA Καὶ My3bIiKe. KHaccuogop tak)Ke ΘΒ 16- 
TeJILCTByeT O TOM, uTo «vir dissertissimus Mutianus transtulit 
in Latinum» (uckycnetimult myac Myyuan nepesea [mpyd 
Laydenyua] πὰ Aamotuo). BesycsoBHo, B 3TOM CJIexAyeT BUETh 
CBU JeTeIbCTBO NOoNyIApHocTu yaeouuka Taynenyun. B mpoTus- 
HOM CJIyuae He BOSHHK Ia 6b1 HaqOOHOCTL B ero TlepeBoge Ha 
oOilleyloTpe6uTeILHyW JIATBIHb. 

JlatHHcKuit nepepog Taygenuua He coxpaHuJica, HO camo 
cOUMHeHHe ΠΟΙΠΙΠῸ fo Hac ΠΟΙ͂ sarnmaBpuem: Γαυδεντίου φιλοσό- 
gov “Appovikt) εἰσαγωγή δ᾽ (Taydenyusx munocoga Beedenue 6 
2p MOHUKY ). 

Vs camoe HHTepecHoe sakm0uaeTcA B TOM, UTO B ΒΓῸ 3aKJIKOUL - 
TCJIBHbIX pasyqenax, HAYMHAA C ΓΠΆΒΡΒΙ 20, mpucyTcTByeT omMcaHHe 
ApeBHerpeyecKo HoTamuu. ABTOP HaudMHaeT 9TOT passe Tak: 


Ἐχρήσαντο δὲ οἱ παλαιοὶ [Ovo- 192 o603sHauenua 18 36yKoe 

μασι! πρὸς τὴν σημασίαν τῶν Opesnue nonb3s06anucs <Ha- 

ὀκτωκαίδεκα φθόγγων καὶ γράμ- UWMeHosaHUuAMU> U byKeamuU, 

μασι, τοῖς καλουμένοις σημείος HAIEAHHIMU MY3bLKAIDHdDLMU 

μουσικοῖς, περὶ ὧν νῦν ῥητέο. Homamu, o Komopvix ceiiuac He- 
οὔχοδιιο cKazamb. 


5° Tepymax E. Cassiodori De musica. C. 11. O Tayneumuu em. C. 19. 

51 Gaudenti philosophi Harmonica introductio // Musici scriptores 
graeci. Recognovit prooemiis et indice instruxit C. Janus. Leipzig, 
1895. P. 327-355. 
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related to the ten commandments), in everything else starting 
with interval length and finishing with the system of keys, 
music follows «pagan» musicology. It could not have happened 
any other way, because theoretical concepts reflected the 
realities, which were happening in the religious mentality 
during that time. And the above quotation from Cassiodorus 
is not the only evidence supporting this proposition, because 
all monuments of musica speculativa of Christian times of- 
ten repeat the concepts, kKnewn to science starting from 
Pythagorean times.  ------᾿ 

In the second part of «Institutiones», which is devoted 
to music, Cassiodorus twice mentions a treatise written by 
a certain Gaudentius, and he strongly recommends it to 
those who want to get acquainted with music. Cassiodorus 
also mentions that «vir dissertissimus Mutianus transtulit 
in Latinum»®® (skilful Mutianus has translated [Gau- 
dentius’ work] to Latin). Of cause, this fact shows the 
popularity of Gaudentius’ book. Otherwise there would have 
been no need to translate it to Latin — a commonly used 
language. 

The Latin translation of Gaudentius’ work has not sur- 
vived to our times, but the Greek original has reached us under 
the title: Γαυδεντίου φιλοσόφου ‘Appowkh εἰσαγωγήδ᾽ (By philo- 
sopher Gaudentius Introduction to harmonike). 

And the most interesting fact is that starting from the 
twentieth chapter, we can find a description of ancient Greek 
notation. The author begins this chapter the following way: 


Ἐχρήσαντο δὲ οἱ παλαιοὶ [ovd- For defining 18 sounds an- 
μασι! πρὸς τὴν onpaciav τῶν cient [people] used (names) 
ὀκτωκαίδεκα φθόγγων καὶ γράμ- and letters, called musical 
μασι, τοῖς καλουμένοις σημείοις signs, about which it is im- 
μουσικοῖς, περὶ ὧν νῦν ῥητέον. portant to speak now. 


°° Tepyman E. Cassiodori De musica. C. 11. On Gaudentius see P. 19. 

“1 Gaudenti philosophi Harmonica introductio // Musici scriptores 
8raeci. Recognovit prooemiis et indice instruxit C. Janus. Leipzig, 
1895, P. 327-355. 
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ἡ τῶν μουσικῶν σημείων ἔκθεσις 
γέγονε μὲν ἐπὶ σημειώσει τῶν 
φθόγγων, ὅπως μὴ τὰ ὀνόματα καθ᾽ 
ἕκαστον γράφοιτο, καὶ ἐνὶ δὲ 
σημείῳ δύνατό τις ἐπιγνώσκειν καὶ 


Μυϑνοικασνποια ποπῖοι OblAU 
66 οϑοηθι ONA OOO3ZHQUEHUA 36Y- 
KOG, ¥MOObL He 3anucblEamd 
Ha3zeaHUue KaxcO0z0 U UMOObbL 
6cAKUi Moz no OGHOlL Home 


ἁποσημειοῦσθαι φθόγγον. y3Hamb u o603HaXLUMd 3eyK™. 


ΟΠΘΗΨΙΟΠΙΔΗ riapa 21, 8. ΠΑΆΓΔΙΟΙΠΔΗ OCHOBHbIe IpMHIUMMbI 
HOTAIIMUM, HadMHaeTcA cMOBaMU: «Θεωρητέον δὲ νῦν μόνον τὴν 
καθ᾽ ἡμιτόνιον τάξιν τῶν σημείων, ὅν τρόπον συνέστηκεν » 5 (Ceiiuac 
HeoOxodUMO paccMompemdb MOAbKO KAKUM OOpa3z0mM co3zdaemcA 
nopsi00K nom no nozymoxam). ΒΒΙΠΟΠΗΜΒ Takyo sagaty, Tay- 
AeCHUMM TepexoquT Καὶ pellieHu1w cnegyiwoujel (rapa 22): «Νυνὶ 
δὲ ἐκκείσθωσαν ἡμῖν ἐπὶ Kavoviov τὰ καθ᾽ ἡμιτόνιον σημεῖα σὺν 
ὁμοτόνοις»5, (Ceiiuac axe Hamu ὄψθυπι usnonCeHbl Ha ΚΑΉΟΘΗΘ 
HOMbtL c zomomoHamu”™ no noAyMOoHaM). BaBePILLUB ITO UaIO2Ke- 
He, OH ΠΘΡΘΈΜΟΠΗΘΤ (rmaBa 23) « YxoAvSiov τρόπου σημεῖα κατὰ 
τὸ διάτονον γένος» (Hombi zunoauduiicKoli moHaAbnocmu 6 Ou- 


52 He mory He o6paTHTL BHUMAaHMe Ha TO, YTO HepesxKo cbuson0rn, 
Msyualolie aHTM4YHYlO My3ShIKy M ΠΗΠΙΙΨΙΠΗΘ Ha aHTMiicKOM A3bIKe, 
Tepepogat φθόγγος Kak «note» (TeM ΚΘ CJOBOM YacToO ΠΡΘΠΟΤΘΒΠΉΘΤΟΗ 
χορδή, Korga oHa O603HayaeT He CMpYHY, a cmyneHb MysbiKaNbHOl cuctTe- 
Mbt). 113 nocmeHUXx TpakTOBOK Takoro pona 6Μ.: Barker A. Greek Musical 
Writings. Vol. II: Harmonic and Acoustic Theory. Cambridge University 
Press, 1986. P. 560-561 (us Index of words and topics). West M. Op. 
eit. P. 219-222. Solomon J. Cleonides: EIZATQTH APMONIKH. Critical 
Edition, Translation, and Commentary. A Dissertation submitted to 
the faculty of the University of North Carolina at Chapel Hill in partial 
fulfillment of the requirements for the degree of Doctor of Philosophy 
in the Department of Classics. Chapel Hill, 1980 (manuscripts). P. 146, 
212. CoBepmieHHo o%eBUAHO, YTO NOAOOHIe Mepesogbi oWMOOUHBI, ποὸ- 
CKOABKY Homa τὰ 36yk He OAHO MU TO xe: NOMA — Bcero NMMIb 3HaK, 
ὉδΟΘΗΔΈΔΙΟΙΠΙΝ 36yx B HOTHOM ΠΙΌΒΜΘ. Kak MBI BUQMM, XOTH 6bI 0 
UMTMpywlmemMyca ΦΡΑΓΜΘΗΤΥ, ApeBHUe aBTOPHI, B ΟΥ̓Π ΒΘ OT cOBpe- 
Me€HHHIX MUNOIOFOB, XOPOMIO MOHMMAJIN STO, NOCKONBKY DIA HUX φθόγγος 
M σημεῖον — pa3siMuHble ABIeHNS. 

53 Solomon J. Op. cit. P. 349. 

54 Ibid. P. 350. 

55 B aHTMUUHO Teopun ὁμότονοι φθόγγοι — 3BYKM, MMelouue onHy 1 
Ty 2Ke BRICOTY. 
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ἡ TOV μουσικῶν σημείων ἔκθεσις 
γέγονε μὲν ἐπὶ σημειώσει τῶν 
φθόγγων, ὅπως μὴ τὰ ὀνόματα καθ᾽ 
ἕκαστον γράφοιτο, καὶ Evi δὲ 
σημείῳ δύνατό τις ἐπιγνώσκειν καὶ 
ἀποσημειοῦσθαι φθόγγον. 


Musical signs were created in 
order to define sounds, so that 
it was not necessary to write 
the name of each, and so that 
anyone could recognize the 
sound by one sign*?. 


The 21** Chapter describes general principles of notation. 
It starts with the following words: «Qewpntéov δὲ viv μόνον τὴν 
καθ᾽ ἡμιτόνιον τάξιν τῶν σημείων, Sv τρόπον συνέστηκεν» δ᾽ (and 
now itis important to take a look at the way the order of notes 
by semitones is created). After solving this problem, Gaudentius 
goes to another one (Chapter 22) «Novi δὲ ἐκκείσθωσαν ἡμῖν ἐπὶ 
κανονίου τὰ καθ᾽ ἡμιτόνιον σημεῖα σὺν ὁμοτόνοις »ὅ' (and now we 
will describe on the small canon the notes with homotonoi*® 
by semitones), and having finished this description, he 
enumerates (Chapter 23) «Ὑπολυδίου τρόπου σημεῖα κατὰ τὸ 
διάτονον γένος» (the notes of the Hypolydian key in diatonos 


® 1 cannot ignore the fact that philologists, who study antique 
music and who write in English, commonly confuse φθόγγος for «note» 
(the same word is used often for χορδή, when a step in a musical system, 
not «string» in meant). For some recent interpretations see: Barker A. 
Greek Musical Writings. Vol. II: Harmonic and Acoustic Theory. Camb- 
ridge University Press, 1986. P. 560-561 (from Index of words and 
topics). West M. Op. cit. P. 219-222. Solomon J. Cleonides: ΕἸΣΑΓΩΓΗ 
APMONIKH. Critical Edition, Translation, and Commentary. A Disser- 
tation submitted to the faculty of the University of North Carolina at 
Chapel Hill in partial fulfillment of the requirements for the degree 
of Doctor of Philosophy in the Department of Classics. Chapel Hill, 
1980 (manuscripts). P. 146, 212. It is completely obvious that these 
translations are wrong, because note and sound are not the same thing: 
note only means a sign, which designates a sound in a notation system. 
As we see in this quoted fragment as well as in many others, ancient 
authors, in distinction from contemporary philologues, understood 
this clearly, because for them φθόγγος and σημεῖον were different 
Phenomena. 

53 Solomon J. Op. cit. P. 349. 

“ Ibid. P. 350. 

55 In ancient theory ὁμότονοι φθόγγοι --- sounds that have the same 
pitch. 
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amoHurecKkom Aade), «Ὑπερλυδίου τρόπου σῃμεῖα κατὰ τὸ διάτο- 
γον γένος» (Ηοπιρι ξιιπορπεδιεΐοκοῖ monanbHocmu 6 Quamonu- 
ueCKOM παϑ6) αὶ τ. II. 

CnegopatenbHo, Kaccuogop ὅθι 3HakoM 6 ApeBHerpeec- 
KOM HoTauHeli lo Tpaktary ΓΆΡ ΠΘΗΠΜΗ ἡ HU CJIOBOM He OOMOLI- 
BUJICA O ee TopouHocTu. Bonee Toro, oH peKOMeHAYeT STO CO- 
UMHeHHe KaK OJHO U3 Havbosee OCHOBaTeIbHbIX. SHAUMT, OH 
He BO3parKaJI TIPOTHB MpHoOoWeHHA Καὶ «A3bINeCKOHM» HOTAIMU. 

Ho sTo Jaseko He eMMHCTBEHHBIM MpHMep HHTepeca xpuc- 
THMaH Καὶ ApeBHerpevecKoH ΗΟΤΘΔΙΜΗ. 

O6patumes Καὶ anoxe KouctautTunHa VII BarpsyopogHoro 
(905-959). Xopomio usBecTHO, ΤΟ STOT MOHAPX MOKPOBHTeJIb- 
CTBOBall HayKaM 4 yHuBepcutTery. Ilo cpugetenbcTBy Teoprus 
Kegpuna’®s: 


τὰς γὰρ ἐπιστήμας, ἀριθμητικὴν 
μουσικὴν ἀστρονομίαν γεωμετρίαν 
στερεομετρίαν καὶ τὴν ἐν πάσαις 
ἔποχον φιλοσοφίαν, ἐκ μακροῦ 
χρόνου ἀμελείᾳ καὶ ἀμαθίᾳ τῶν 
κρατούντων ἀπολωλυίας οἰκείᾳ 
σπουδῇ ἀνεκτήσατο, τοὺς ἐφ᾽ 
ἑκάστῃ τούτων ἀρίστους τε καὶ 
δοκίμους ἀναζητήσας καὶ εὑρὼν 
καὶ διδασκάλους ἐπιστήσας, καὶ 
τοὺς σπουδαίους ἀποδεχόμενός τε 
καὶ συγκροτῶν. 


OH c ocobbim ycepQuem 6bico- 
KO NOOHAL YHUYMONENHLLE 3a 
HENPOOONMMUMENbHOE BPEMA 
paeHodyuluem u HeBemcecméeom 
6lacmumenett HayKu: apu@- 
MeMUKY, MY3bIKY, AcMpoKHOMuUn, 
zeomempun, cmepeomempun τ 
eceobuyyi ~usnocogmun. OH pa- 
3OLCKAN AYYULUX U CAABHbLX 6 
Ka Ooi U3 HUX 3HAIUUX YAU- 
mee, npuUHuUMAaA U NOKpO6U- 
mejocmeyx Oo6podemelvHoLm. 


CorjlacHo pyKONMCHOH TpaqwvIMu sTOT ΜΟΗΔΡΧ M CaM He O6bIJI 


uyoK, TMMHOTBOpYecTBy?”. 


BnosHe ΒΟΘΜΟΣΚΗΟ, UTO HMEHHO B PaMKaX AKIN, ONNCAaH- 


HoH Teopruem Keyapuntim, Koncrantun VII nopyuun HeKOoMy 
J[MOHMCHIO Co3szaTb KOMIIeHIMYM, KOTOPHIA ObI COCTOAN U3 pa- 
OOT aBTOPUTeTHEIX aBTOpoR. CucTeMa ΟΡΘΠΗΘΒΘΚΟΒΟΙΌ KBaApU- 


°6 Georgii Cedreni Op. cit. Tomus altera. P. 326. 

57 Tlompo6Hee οὔ atom em.: Στάθης Γ. Ἢ Δεκαπεντασύλαβος “Ypvo- 
γραφία ἐν τῇ Βυζαντινῇ Μελοποιία. ᾿Αθῆναι, 1971. Σ. 81, 88, 54, 61-62, 
66, 73-74, 82. 
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mode), «Ὑπερλυδίου τρόπου σημεῖα κατὰ τὸ διάτονον γένος» (the 
notes of Hyperlydian key in diatonos mode) etc. 

At this point we can see that Cassiodorus was acquainted 
with the ancient Greek notation system through Gaudentius’ 
treatise; and he did not utter a single word about its «depraved 
paganism». Moreover, Cassiodorus recommends this work as 
one of the most substantial. So, he was not against using 
«pagan» notation. 

And this is by no means the only example of Christian 
Byzantium’s interest in an ancient Greek notation. 

Let us take a look at Constantine VII Porphyrogenitus’ 
(905-959) epoch. It is well-known that this monarch gave 
science and the university his patronage. George Cedrenus 
testifies: ie 


τὰς γὰρ ἐπιστήμας, ἀριθμητικὴν 
μουσικὴν ἀστρονομίαν γεωμετρίαν 
στερεομετρίαν καὶ τὴν ἐν πάσαις 
ἔποχον φιλοσοφίαν, ἐκ μακροῦ 
χρόνου ἀμελείᾳ καὶ ἀμαθίᾳ τῶν 
κρατούντων ἀπολωλυίας οἰκείᾳ 
σπουδῇ ἀνεκτήσατο, τοὺς ἐφ᾽ 
ἑκάστῃ τούτων ἀρίστους τε καὶ 
δοκίμους ἀναζητήσας καὶ εὑρὼν 
καὶ διδασκάλους ἐπιστήσας, καὶ 
τοὺς σπουδαίους ἀποδεχόμενός τε 
καὶ συγκροτῶν. 


With great effort he lifted 
high the sciences, which had 
been destroyed in a very short 
period of time by indifference 
and ignorance by rulers: 
arithmetic, music, astronomy, 
geometry, stereometry and ge- 
neral philosophy. He found 
the best and most famous 
teachers in each area, accep- 
ting and patronizing those 
who were virtuous. 


According to the manuscript tradition this monarch also 
composed hymnology himself. 

It is possible that George Cedrenus meant that Cons- 
tantine assigned to a certain Dionysios the composition of 
a compendium, which had to consist of works of autho- 
ritative authors. The system of Medieval quadrivium that 


56 Georgii Cedreni Op. cit. Tomus altera. P. 326. 

57 More detailed information about it see: Στάθης Γ. Ἢ Δεκαπεντα- 
σύλαβος Ὑμνογραφία ἐν τῇ Βυζαντινῇ Μελοποιίᾳ. ἀΑθῆναι, 1971. Σ. 31, 
88, 54, 61-62, 66, 73-74, 82. 
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BHYyMA, BKJIIOUaBIUad U MYSbIKY, HYKasacb B yueOHHKax. ΠπΟ- 
HUCHH, BbINOJIHAA NopyaeHve MOHapxa, OC-TaHOBMJICA Ha CoO- 
UMHeEHUM cTapuja BakxuvA, O KOTOPOM He cOxpaHHMJIOCch HUKa- 
KUX cBegeHun. Ho B 6obUIMHCTBe COX PpaHUBILAXcA ΡΥΚΟΠΗΟΘΗ͂ 
ΠΟΟΠΘ 8ΠΟΣΚΘΗΜῊ COUMHEHMA CHe_yeT smurpaMMa, B KOTOpOH 
uMMlepaTop HKoucTaHTHH ΒΡΙΒΟΠΜΤΟΗ Kak BAOXHOBUTeIb ἡ ΠΟ- 
KPOBHTeJIb 9ΤΟΙ͂ paboTn®®: 


Τῆς μουσικῆς ἔλεξε Βακχεῖος Γέρων 
Τόνους τρόπους μέλη τε καὶ συμφωνίας. 
Τούτῳ συνῳδὰ Διονύσιος γράφων 

Τὸν παμμέγιστον δεσπότην Κωνσταντίνον 
Σοφὸν ἐραστὴν δείκνυσι τεχνημάτων, 

Τὸν τῶν ἁπάντων γὰρ σοφῶν παιδευμάτων 
Ἐφευρετήν τε καὶ δότην πεφηνότα 

Ταύτης προσῆκεν οὐδαμῶς εἶναι ξένον. 


Cmapey Baxxuit® nepewucaun 

Toxayuu, moHalbHocmu”™, menocbl τ coz6yuUs. 
Bmuecme c num nuwywuii [amu cmpoxu] JTuonucuit 
Beauuaiiwezo enadvixy Koucmanmuna 

My0pozo noxasvieaem nowumamejem ucKycem,e, 

H60 momy, kmo asunca uz06pemamenem u Oapumenem 
Besueckux myOpoix OucuyunauH, 

ITodo6aem He Goimb uyxcOoim eit. 


58 Mathiesen Th. Ancient Greek Music Theory. A Catalogue 
Raisonné of Manuscripts. Munchen, 1988 (International Inventory of 
Musical Sources. Published by the International Musicological Society 
and the International Assotiation of Music Libraries, Archives and Do- 
cumentation Centres). P. 81. Cm. rax2xxe P. 147, 227, 244, 488, 493-494, 
597-598, 718, 756. 

°° Ya-3sa «pasHosBy4nit», BOSHUKAaIONIAX ΠΡῊ «peiixMHOBCKOM> 1 
«3Pa3MOBCKOM» clocobax UTeHMA, Β PYCCKOASHIYHLIX TpaHcCKPUNUNAX 
NOABAAITCA He TombKO Baxxuli u Baxxull, no Takxxe Bpuennul u 
Bpuexnut u τ. π. B πδηηοΐ pabore IpMHATO coBpeMeHHoe uTeHue. 

6° Cyaa πὸ aToMy ΠΘρΡΘΎΜΟΠΘΗΜΙΟ, SIIMrpaMMy Mucay yvenoBeK, He 
pas6npallivlica B CeMaHTMKe MY3bIKaJIbHbIX TEPMMHOB, IOCKOJIBKO τόνος 
M τρόπος B JaHHOM KOHTeKcTe — CHMHOHMMBEI (ΠΟΠΡΟΘΉΘΘ 06 9ΤῸΜ cM.: 
Tepyuman E. Antuinoe My3brKanbHoe ΜΒΙΠΙΠΘΗΜΘ. JI., 1986. C. 61-69. 
On ace. My3biKanbuan Ooammana. CII6., 1995. C. 89-93). Umenuo πο- 
STOMY ἢ GBI BLIHyxXJeH pu ΠΘΡΘΒΟΙ͂Θ AaTb «TOHAMMU, TOHAaNbHOCTH>. 


§ 5. Testimonies of monuments on musical theory 61 


contained music, needed textbooks. When fulfilling the 
assignment of the monarch, Dionysios paid close attention 
to the works of Bacchius the Old (no information about 
him has survived). But in the majority of extant manu- 
scripts, at the end of the work, an epigram could be found, 
where Emperor Constantine is being praised as an inspirer 
and a patron of that work®: 


Τῆς μουσικῆς ἔλεξε Βακχεῖος Γέρων 
Τόνους τρόπους μέλη τε καὶ συμφωνίας. 
Τούτῳ συνωδὰ Διονύσιος γράφων 

Τὸν παμμέγιστον δεσπότην Κωνσταντίνον 
Σοφὸν ἐραστὴν δείκνυσι τεχνημάτων, 

Τὸν τῶν ἁπάντων γὰρ σοφῶν παιδευμάτων 
Ἐφευρετήν τε καὶ δότην πεφηνότα 

Ταύτης προσῆκεν οὐδαμῶς εἶναι ξένον. 


Bacchius the Old*9 listed 

The tonalities, keys® meloses and consonance. 

And together with him Dionysius, who is writing [these lines] 
Shows the Greatest Ruler Constantine 

The wise as one who reveres arts. 

Because one who became the inventor and bestower 

Of different wise disciplines 

Should not be ignorant in this regard. 


58 Mathiesen Th. Ancient Greek Music Theory. A Catalogue 
Raisonne of Manuscripts. Munchen, 1988 (International Inventory of 
Musical Sources. Published by the International Musicological Society 
and the International Assotiation of Music Libraries, Archives and Do- 
cumentation Centres). P. 81. See also: P. 147, 227, 244, 488, 493-494, 
597-598, 718, 756. 

59 Due the diversities of pronunciation in the «Reichlinian» and 
«Erasmusian» methods of reading in Russian transcription we can 
find not only Vacchius and Bacchius, but also Vriennius and Briennius 
etc. In this work we used a contemporary pronunciation. 

60 We see from the list in the epigram, that it was written by a 
man who was not too good at the semantics of musical terms, because 
τόνος and τρόπος are given as synonyms (see more detailed information: 
Tepyman E. AuTMuuHOe My3biKanbHoe MblleHHe. JI., 1986. C. 61-69. 
Idem: MyabikanbHan Goaunana. CIIG., 1995. C. 89-93). That is why in 
my translation I was forced to used the words «tonalities, keys». 
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Ha ΠΡΟΤΗΣΚΘΗΜΗ AJIMTeJIbHOTO BPeCMeCHH CUMTAOCb, UTO B 
sMrpamMMe nogpasymesaetca Koncrantun I Benuxuii®!. Οπηδ- 
KO BIIOCJeCTBHU ΨΤΒΘΌΠΠΟΟΒ MHEHHE, UTO 3ecb peub UeT O 
Koucrtantune VII®. 

Cefiuac IPHHATO CUMTATL, ἯΤΟ U3 BceHl AHTOJIOUH, COCTAaB- 
ΠΘΗΗΟἥ JMoHucnem, yileJlesIO TOMBKO OHO COUMHeHHE, ΠΟΟΒΗ- 
INeHHoe Mysbike®, AmMeHHO TOJBKO 9TOT Olyc ΠΟΗΘΟΠῊ Ao Hac 
pykonucu. KoHeuHo, Bce ΤῸ KpalHe cTpaHHo M 3arayqouHo. 
Tlouemy “3 Beero cBoga pa6oT coxpaHusca TombKo oH? Kyga 
Wench octanbHpie? Mower 6nITtb J[MuoHucHi Mo KaKUM-TO IIPH- 
4MHaM He BBITIOJIHUJ JO KOHIa IpHKasaHHe MMMeparTopa HU orpa- 
ΗΠ ΠΟΤ IIMIIb YKa8aHHbIM COUMHeEHHeM? Ha Bce 9TH ΒΟΠΡΟΟΒΙ 
loka HeT oTBeToB™, 


61 Cm., Hampumep: Jan C. Die Eisagoge des Bacchius // Beilage 
zum Programm ftr das Schuljahr 1889-1890. Lyceum zu Strassburg 
im Elsas. Strassburg, 1890. S. 24. Idem. Musici seriptores graeci. 
Leipzig, 1895. P. 283-286. 

62 Cm.: Péhlmann E. Bakcheios, Pseudo-Backheios, Anonymi Bel- 
lermann // Die Musik und Geschichte und Gegenwart. Allgemeine 
Enzyklopadie der Musik. Ed. Fr. Blsme. Bd. 15. Suppl. Col. 422-424. 
XoTd cpaBHUTeIbHO HezaBHO pu Ny61MKaALMM aHTaulickoro MepeBora 
coumHeHus Bakxua BHOBb Bejlach peub o KonctaHTuHe Beaukom (Stein- 
mayer O. Bacchius Geron’s Introduction to the Art of Music // Journal 
of Music Theory. Vol. 29. 2, 1985. P. 271). 

63 Cm.: Péhlmann E. Bakcheios, Pseudo-Backheios ... Tlocmennee 
u3jqaHMe rpeyeckoro TekcTa «Εἰσαγωγὴ τέχνης μουσικῆς Βακχείου tod 
Γέροντος » (Baedenue 6 ucKyccméo my3biku cmapya Baxxua) cm.: Bacchii 
Gerontis Isagoge // Jan C. Musici scriptores graeci. P. 293-216. 

64 He cylilecrByeT loka OTBeTa M Ha ΒΌΠΡΟΟ Ὁ CBASM aTOTO CouMHe- 
nua Bakxua c ApyruM, Takoxe HasbiBaiouluMca Beedenue 6 ucKyccmé6o 
MYy3bLKU Cmapya Bakxua u ony6muKoBpaHHEIM HW. Pp. BernepMaHHom: 
Anomymi Scriptio de musica. Bacchii Senioris Introductio artis musi- 
cae. ἘΣ codicibus Parisinibus, Neapolitanis, Romano. Primum edidit 
Fr. Bellermann. Berolini, 1841. P. 101-108. Texcrni o60ux «Bsene- 
HUM» He UMeIOoT MexKAy co6ol Huyero ObIero, HO, KaK 9TO HM CTpaHHo, 
HOCAT ODMHAKOBHe 3ariaBMH M IPWMUchIBaloTCA OTHOMY UM TOMY >2Ke 
apTopy. CopepuieHHo ΟἼΘΒΗΠΗΟ, UTO GennepMaHHOBcKuM Baxxuit, Ge- 
30TOBOpOUHO ClezOBa MudaropelickKUM 3aBeTaM M B HayuHol cpeye ero 
HepegKo uMeHy10T «IIcepgo-Bakxuem> (a uHorga u «I Icespgo-uonnucn- 
em»). TpakTaT xe, IpeqBapariommMlica ΠΟΟΒΉΠΙΘΗΜΕΜ umnepatopy Kou- 
CTAHTHHY, OCHOBaH HA COBepIeHHO HHEIX ΠΡΗΜΉΠΗΠΑΧ. Ora saragka eye 
2%KTeT cBoero paspellieHua. 
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For quite a long time it was thought that Constantine I 
the Great is mentioned in the epigram®!. But later, another 
point of view was adopted, that the epigram refers to 
Constantine the VII®. 

Now, the generally accepted point of view states that 
only one work devoted to music has survived out of an 
anthology put together by Dionysios®. This is the only opus 
that has been successfully preserved until today. Really, all 
of this sounds strange and mysterious. Why is it that froma 
whole list of works only this one has survived? Maybe 
Dionysios for some reason had not fulfilled the Emperor’s 
assignment? Was that opus the only one in the anthology? 
All of these questions can not be answered yet™. 


61 For example, see: Jan C. Die Eisagoge des Bacchius // Beilage 
zum Programm fur das Schuljahr 1889-1890. Lyceum zu Strassburg 
im Elsas. Strassburg, 1890. S. 24. Idem. Musici scriptores graeci. 
Leipzig, 1895. P. 2838-286. 

62 See: Puhlmann E. Bakcheios, Pseudo-Backheios, Anonymi 
Bellermann // Die Musik und Geschichte und Gegenwart. Allgemeine 
Enzyklopadie der Musik. Ed. Fr. Blsme. Bd. 15. Suppl. Col. 422-424. 
But just recently in a published English translation of Bacchius’ work 
we could clearly see the name of Constantine the Great (Steinmayer O. 
Bacchius Geron’s Introduction to the Art of Music // Journal of Music 
Theory. Vol. 29.2, 1985. P. 271). 

63 See: Pdhlmann E. Bakcheios, Pseudo-Backheios ... The last pub- 
lication of Greek text «Εἰσαγωγὴ τέχνης μουσικῆς Βακχείου tod Γέροντος » 
(Introduction to the Art of Music) see.: Bacchii Gerontis Isagoge // 
Jan C. Musici scriptores graeci. P. 293-216. 

64 At this point it is impossible to answer the question regarding 
the relations between this work, written by Bacchius, and a different 
work published by Fr. Bellermann called «Introduction to the Art 
of Music by Bacchius the Old»: Anomymi Scriptio de musica. Bacchii 
Senioris Introductio artis musicae. E codicibus Parisinibus, Nea- 
politanis, Romano. Primum edidit Fr. Bellermann. Berolini, 1841. 
P. 101-108. It is interesting to notice that texts of both «Intro- 
ductions» have nothing in common, but both of them have the same 
title and are ascribed to the same author. Bellermann’s Bacchius 
obviously precisely followed Pythagorean precepts — this Bacchius 
is often called «Pseudo-Bacchius» or «Pseudo-Dionysios» in a scho- 
larly environment. And a treatise devoted to Emperor Constantine 
is based on absolutely different principles. This riddle is still to be 
solved. 
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CylljecTBeHHOM ocoGeHHOCThIO STOFO TpakTatTa BakxuA ABJIA- 
eTCA TO, UTO OH M3slaraeTCA He B MOBECTBOBAaTeJIBHOH MaHepe, ἃ B 
dopMe ΒΟΠΡΟΘΟΒ H oTBeTOB. A H3BeCTHO, UTO ΒΟΠΡΟΘΟΟΤΒΘΤΗΜΚΗ 
ObINIM XapakTePHOH YepToH BU3sAHTMMCKoL yueOHOR 2KHsHU. Croga 
ΚΘ CJlelyeT 200aBUTh, YTO BAKHEMIMIMe TeopeTuuecKHe Moo Ke- 
HUA B TeKCTe COUMHEHHA OUeHb YACTO HJLIOCTPUPYIOTCA «ABbI- 
yeCKHMH» HOTHBIMY MpumMepaMu. VB TOM ΟΤΗΟΠΙΘΗΜΗ BOpoco- 
OTBeETHHK CPpOAHH ApyruM WaMATHHKaM musica speculativa, 
CUMTAIOIUMCA ΟΟΘΠΒΗΗΡΙΜΗ͂ B PaHHeEBMsaHTULicKywW 9ποχνυ δῦ. 

Kpome yoke ynoMuHaBUINxca ΘΟ ΜΗΘΗΜ ἥ Taygzenuna u Bak- 
XMA, K HAM OTHOCAT Tak HasbIBaeMbIX «AHOHHMOB besepManH- 
Ha» 56 — «Τέχνη μουσικῆς» (Hexyccmeo my3viku), rye ΟΠΠΟΠῚΡ Η 
PAJOM TeopeTH4ecKHe ΠΟΠΟΣΚΘΗΜΗ͂ TaK2Ke WILIIOCTPUpylwTcA HOT- 
HbIMM IIpHMepaMH B ASLIUeCKOH HoTaynn®, 

Ka3asocb 6b, UTO 5160} HeT HHYero ΟΟΟΘΘΗΗΟΓΌ, NOCKOJIb- 
Ky O6ljeu3BecTHO, YTO BU8aHTHHcKaA musica speculativa no- 
BTOpAIa TOUHO WIM C UCKasKeEHUAMNM OCHOBHEIe MONOKeCHUA 
aHTHUHOH Teopun mysiiKu®. Ho B TOM-TO H eNO, YTO cormac- 


6° Hy2xHO MocTOAHHO ΠΟΜΗΜῚΒ O TOM, UTO abcomOTHOe GOIBIIMH- 
CTBO YIOMHHAaeMBIX 851605 MY3bIKasbHO-TeopeTM¥ecKMX MCTOUHUKOB 
celtuac He ΠΟΜΠΘΘΊΟΣ Jake IpvONMSUTeNBHOM ZaTUupoBKe. 

66 Tpu HeOONbUIMX MY3bIKaIbHO-TeopeTM4ecKUx olyca, HasBaH- 
HBX B UeCTbh UX ΠΘΡΒΟΓΟ u3qaTenA — yoKe YMOMMHaBlerocdA HeMelKOro 
éusonora MoranHa Ppuzpuxa BennepManHua (cM. cHocKy 63). Ho co- 
UMHEHUA aTUX AHOHUMOG HUKAak He CBAZAHbI C TpakTaToM, ΠΡΗΠΙΟΒΙΒΆ- 
jouluMca Bakxuto u onyONMKOBaHHBIM B 9TOM 2%Ke M3TaHUn. 

87 Anonyma De musica scripta Bellermanniana. Edidit D. Najock. 
Lipsiae, 1975. OcobexHHo cm. οτρ. 1-4, 19-21, 24-33. Al azecb He γπο- 
MMHAIO CAMBIM OCHOBHOM MCTOUHMK MO ApeBHerpeyecKou HOoTaUMM — 
᾿Αλυπίου Εἰσαγωγὴ μουσική (Beedenue 6 mysvixy Anunua), MOcKONBKY 
AAA ero RaTHpOBKN B HacToAlee BPeMA BooOUIe He CyllecTByeT axe 
IpHOIM3HTeIBHEIX BPeMeHHBIX KoopaMHaT. Ecau Β XVII sexe ero πᾶ- 
THpoBanu II B. (Meibomii M. Lectori erudito // Antiquae musicae 
auctores septem. Graece et Latine. Marcus Meibomius restituit ac notis 
explicavit. Vol. I Amstelodami, 1652), a cpasHutenbHo HenaBHo — IV 
(Michaelides S. The Music of Ancient Greece. An Encyclopaedia. London, 
1978. P. 12), ro Ha Tex »*xe «<ocHOBaHUAX» HM C TeM 2Ke ycnexoM ero 
MOXKHO OTHeECTM M Καὶ Gonee paHHeMy, 4 Gomee ΠΟΘΠΉΘΜΥ BpeMeHH. 

68 Tlonpo6Hee οὔ arom cm.: I'epy.maxn E. Tepmunonoruyeckue mapa- 
AOKCL BU3aHTMNcKOM «musica theorica» // BusanTulickuit BpeMeHHUK. 
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One substantial peculiarity of Bacchiuy’ treatise lies in the 
Σ —— = 3a : 
way it was composed: ποὺ im the form of τίδυταίίοη, but in the 
' form of questions and answers. And it is WeH krewn., that this 
form was very common for Byzantine educational handbooks. 
/ Also, we should mention that™most important~thecretical 
statements in the text often are accompanied by «pagan» 
notation examples. And in this case this «question — answer» 
opus is related to other monuments of musica _speculativa, which 
are thought to have been written in the early Byzantine epoch®>, 
Except for works of Gaudentius and Bacchius, it is also 
|important to mention the so-called «Bellermannian Ano- 
inyms» — «Τέχνη μουσικῆς» (The Art of Music), in which theo- 
‘retical concepts are widely illustrated with examples written 
in pagan notatio ns2 
At first glance, it looks like there is nothing exceptional 
here, because it is well-known that Byzantine -musica spe- 
culativa reflected (precisely or with some distortion) main 
concepts of the antique theory of music®*. But the point is 


65 We must constantly keep in mind the fact that most of the 
sources on musical theory, which are mentioned in this work, can not 
even approximately be dated. 

66 These are three medium-sized opuses on musical theory which 
were named in honour of their first publisher — German Johann 
Friedrich Bellermann (see footnote 63). But these Anomyms are not 
connected to the treatise, ascribed to Bacchius, which was published 
in the some edition. 

6"Anonyma De musica scripta Bellermanniana. Edidit Ὁ. Naj- 
ock. Lipsiae, 1975. Espesially see P. 1-4, 19-21, 24-88. I do not 
mention a main source on ancient Greek notation — ᾿Αλυπίου Εἰσα- 
yoy) μουσική (Introduction to the music by Alypius), because this 
work can not be dated (even approximately. If in the XVIIth century 
it was dated by IIth century A. D. (Meibomii M. Lectori erudito // 
Antiquae musicae auctores septem. Graece et Latine. Marcus Meibo- 
Mius restituit ac notis explicavit. Vol. I Amstelodami, 1652), and 
the most recent dating — IVth century (Michaelides S. The Music of 
Ancient Greece. An Encyclopaedia. London, 1978. P. 12), based on 
the same «reasons» and equally well it can easily be dated by earlier 
and later time. 

68 More detailed information about it see: Tepyman Ε. Tepmuno- 
Jormueckve Mapagwokchl BU3aHTUlicKol «musica theorica» // Busanrui- 


a. 


66 § 5, Ceudemenvcmea υϑοικαποηο-πιθορεημεοκιχ πα ΠΗ ΚΟΒ 


HO OCHOBHBIM yCTaHOBKaM ApeBHerpeueckoH HayKU O My3biKe, 
HOTAaILUA He ABJIAeTCA ee pasgenom. Bosee toro, Tako aBTopH- 
TeETHBIM CBUJeCTeIb B AHTHUHOM MYSbIKO3HAHUH, Kak APUCTOK- 


ceu (IV B. πο H. 3.), COBeEPIIEHHO ACHO yTBep»xKAaeT™: 


οὐ γὰρ ὅτι πέρας τῆς ἁρμονικῆς 
ἐπιστήμης ἐστιν ἣ παρασῃ- 
μαντική, ἀλλ᾽ οὐδὲ μέρος οὐδέν 
ὦν Οὐ γὰρ ἀναγκαῖόν ἐστι τὸν γρα- 
ψάμενον τὸν φρύγιον μέλος καὶ 
ἄριστα γε εἰδέναι τί ἐστι τὸ 
φρύγιον μέλος, --- δῆλον ὅτι οὐκ 
ἂν εἴη τῆς εἰρημένης ἐπιστήμης 
πέρας ἡ παρασημαντική 


πιὸ HomayUA He ABAREMCA 
yelbio zapMoHuUecKou HayKu”, 
u Oance HuKaKoil [ee] Yacmbio 
ὦν NOCKOAbKY 3anucaeulemy ᾧριι- 
δοκῶ menoc [ eo6ce] He 068- 
3aMeAbHO XOPOULO 3HAaMb, 4MO 
maxoe @puzuitckuli menoc, [u 
omc1wda] AcHO, {πιο HOMaYyUs HE 
moncem Oblmb YerbwO YKa3zaH- 


Holl HaYKU). 


VWuaye ropopa, ApucrokceH He CUuHTaeT HOTALIMIO ΠΘΠΟΜ, 
ACCTOHHLIM yueHOrO, 3aHMMAlIlerocaA U3yyYeHHeM My3bIKU 
(ὁ μουσικός). ΤΟ «BOTUMHa» MpocbeccHoHaIbHbIX MY3bIKaHTOB, 
TO ΘΟΤΡ TeX, KTO NoeT Καὶ urpaeT. A OTHOMeHHe K HMM B aHTH4- 
HOM ΜΗΡΘ (BO BCHKOM cJIydae BO BpeMeHa «BBICOKOM Καϑοοῦ- 
KM», 3aBepliieHve ΚΟΤΟΡΟΪ 6116 sactan ApucToKceH) oOmjeus- 
BeCTHO: 1potbeccHoHaJIbHble 3AHATMA My3bIKOM HeAOCTOMHBI 
cBOOOAHOpOKAeHHOrO YenoBeKa. ΠΟΠΟΟΗΡΙ MpeHeOpexKUTeJL- 
HbIM B3rIAf, pacnpocTpaHAJIcA ἢ Ha paboTy My3bIKaHTOB-IIpo- 
qdeccHoHasIOB: OHM MOryT XOpoOllio NeTb M Mrpath, HO He B CO- 
CTOAHMH OLeHUTh amoc (ἦθος) HcnoHAeMOTO MMM My3bIKabHOro 


T. 51. 1990. C. 183-192. On oe. MyabikanbHo-TeopeTHuecKHe 3HaHVA 
Muxauna IIcenna // Tam me. T. 54. 1998. C. 75-80. On mee. Myspi- 
ΚΆΠΡΒΗΒΗ KyIbTypa Mosque Busantuu // Kyabtypa Busautun. T. III. 
C. 528-550. 

6° Aristoxeni Elementa harmonica. Rosetta da Rios recensuit. 
Romae, 1954. P. 49.7-8, 12-16. 

Ὁ Crporo rosopa, «rapMoHHKa» (ἁρμονική) --- pa3gzen aHTMuHOrO 
MY3bIKO3HAHMA, ΠΟΟΒΗΙΠΘΗΗΒΙΠΪ Usy%eHHIO ΠΗΠῚΡ 3BYKOBBICOTHBIX ac- 
NMe€KTOB MYy3bIKH. OfHako, NOCKOABKY OHM ABAAIOTCH cheuMcpuyeckKolt 
ocobeHHOCThIO TOMBKO MysbiKalbHOrO MaTepHana (Β ΟΠ ΜΘ OT PUT- 
MUKM UM MeTPMKM), TO HepexKO STOT TeEPMUMH UcNoONb30BaIcA ΒΟΟΌΠΙΒ 
TIA olpelemeHua ἨΔ O My3bikKe. 
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that according to the main concept of ancient Greek musi- 
cology a notation was not considered a part of it. Moreover, 
this is what Aristoxenus (an authoritative witness in antique 


musicology — IVth century B. C.) clearly states®: 


οὐ yap ὅτι πέρας τῆς ἁρμονικῆς 
ἐπιστήμης ἐστιν ἡ παραση- 
μαντική, ἀλλ᾽ οὐδὲ μέρος οὐδέν 
ὦν OD γὰρ ἀναγκαῖόν ἐστι τὸν γρα- 
ψάμενον τὸν φρύγιον μέλος καὶ 
ἄριστα γε εἰδέναι τί ἐστι τὸ 
φρύγιον μέλος, --- δῆλον ὅτι οὐκ 
ἂν εἴη τῆς εἰρημένης ἐπιστήμης 
πέρας ἣ παρασημαντική 


That notation is not a goal of 
harmony science” and not 
even any part [of it] ... becau- 
se one who writes down the 
phrygios melos should not 
[necessarily] know what 
phrygios melos is, [from this 
fact] itis clear that notation 
could not be a goal of the 


indicated science. 


In other words, Aristoxenus is saying that notation is 
not worthy of someone who studies music (ὁ μουσικός). This 
is the «ancestral land» of professional musicians, those who 
could sing and play. And an attitude towards those people 
(during times of the «high classics», the sunset of which 
Aristoxenus had observed), is well known: professional stu- 
dy of music is unworthy of a freely born man. This same 
disregard can be seen towards professional musicians: they 
can sing and play very well, but at the same time, those people 
are unable to evaluate the ἦθος of the performed material, 
because they do not understand its merits and demerits. The 


ls 


Κα BpemeHuuK. T. 51. 1990. C. 183-192. Idem: MysbtKkanbHo-Teope- 
TuyecKMve 3HaHua Muxauana IIcenna // Tam xe. T. 54. 1993--6-75-80. 
Idem. Mysbikalbuan KyabTypa nospHet Busantun // Kynxstrypa Bu- 
santun. T. TET. C. 528-550. Sa 

69 Aristoxeni Elementa harmonica. Rosetta da Rios recensuit. 
Romae, 1954. P. 49.7-8, 12-16. 

70 Precisely, «harmonike» (ἀρμονική) — is a part of antique musi- 
cology, devoted to studying aspects of music, bounded with sound 
pitch. However, these aspects are specific particularities of musical 
material itself (not like rhythmic and metrics). But this term is often 
used as a general word for music science. 


68 § 5. Caudemerarocmea Μυϑοικαπθηο- πορεία NAMAMHUKOE 


MaTepHasa, NOCKOJIbBKY OHH He HOHUMAIOT HH ero ΠΟΟΤΟΜΉΟΤΒ, 
HM ero HeEAOCTaTKOB. AHaJIN3 TAKHX acneKTOB MY3bIKH BXOJUT 
B KOMMeTeHUNIO YYeCHbIX, 3AHHMAWLGUXCA UcCcJIEMOBaHHeM Ha- 
ΚΗ o Mysbike. Hotaljuu He HAXOJUTCA MecTa cpesM Nepeunc- 
AeMBIX ADPMCTOKCeHOM pa3sJeJIOB HayKH O My3blke (2apmonuxku). 
CorjacHo y6e2xKJeHHUAM STOO BbIZaloujeroca yueHuKa ΑΡΜΟΤΟ- 
TeJIA [JIA ΠΟΠΠΜΉΗΗΟΙΓΟ yueHoro”: 


πολλὰ yap δὴ καὶ ἕτερα ὑπάρχει 
[ἤ], καθάπερ ἀεὶ λέγεται, τῷ 
μουσικῷ’ μέρος γάρ ἐστιν ἣ 
ἁρμονικὴ πραγματεία τῆς τοῦ 
μουσικοῦ ἕξεως, καθάπερ ἥ τε 
ῥυθμικὴ καὶ μετρικὴ καὶ ὀρ- 


cywecmeyiom τι MHOzUe Opyzue 
[npo62emol], Kak nocmoaHHo 
ZO60PUMCA 6 OMHOULEHUU Cée- 
Oyusjezo 6 MY3bLKe, UOO zap- 
mMoHUYecKaA HayKa — [πιοπῦ- 
Ko] “acmb eBnadenuan ceedyuse- 


γανική. 20 6 MY3bLKe, καὶ PUMMURA, 


Mempuka U opeanura. 


Hotalua B ΠΡΗΒΘΠΘΗΗΟΜ MepeuHe OTCYTCTBYeT. 

OTOT 3aBeT CTPOTO BEIMOAHAJICA AHTHUHBIMH aBTopaMH. MBI 
He HalijemM HU OMHOLO MysblKaJIbHO-TeopeTHYecKOro TpakTatTa, 
CUMTAMerocd CO3,aHHbIM JO OCHOBaHUA BusaHTHiickoH UMIe- 
Puu, KOTOPbI coyepKan XOTA GbI OTAaANeHHbIM HaMeK Ha OIMca- 
Hue HOTHOM cucTeMBI. M kak HM CTpaHHO, HO HMeHHO paHHeBi3aH- 
TMUcKve PyKOBOCTBA ΠΟ MysblKe HapyluMm sty Tpaguuniw. Korga 
HeT UcTOpMyuecKUX ΦΆΚΤΟΒ, ΘΠΟΟΘΟΟΉΒΙΧ ΠΟΜΟῚΡ TOUHO JaTHPOBATh 
9TH TpakTaThl, a TakoKe ΠΡ OTCYTCTBHU ABHO BLIpaxKeHHOM ΜῊ- 
AUBUAYaNbHOCTH UX COsepKaHHA, Tye MepecKa3biBalOTCA OCHOB- 
Hble Maparpadbil aHTHYHOM Teopuu My3sbIKH, — ΒΟΠΟΠΡΒΟΒΒΗΜΘ 
B OTHX MaMATHMKAaX ΠΡΘΒΗΘΙΡΘΉΘΟΚΟΙ HOTALMM ABJIAeTCA ὙΨΤΡ 
JIM He €MHCTBEHHBIM IIpH3HaKOM, CorslacHO KOTOPOMY UX MOKHO 
oTHECTH IPHONUSUTENLHO Καὶ OMHOMY UM TOMY Ke BpeMeHH. 
Vi ecu oTo AelicTBUTeIbHO paHHeBH3aHTHMcKUuH NepHod, To ckKJ1a- 
AbiBaeTcA ΠΡΟΠΟΤΆΒΠΘΗΜΘ, UTO AMEHHO Β 3TO ΒΡΘΜΗ͂ ABTOPBI MY3BI- 
KaJIbHO-TeopeTHYeCKHX PYKOBOACTB, Hapylllah aHTHUYHyW Tpayy- 
ΠΗῸ, CTPeMATCA ΠΗΚΒΗ ΠΗ ΡΟΒΆΤΡΕ paspbiB MesKAy Teopveli My3bIKH 
ἢ ee HpakTuKoH. Uem emje ΜΟΣΚΗΟ OO bACHUTh CTOJIb CHCTEMATH- 
yecKoe NOABIIGHMe HOTHbIX peasIMi B yueOHuKax? ΤΟ Apyroe 


τι Aristoxeni Op. cit. P. 41. 8-11. 


§ ὅ. Testimonies of monuments on musical theory 69 


analysis of these aspects of music is in the bailiwick of 
scholars, who are working in the field of musicology. There 
is no separate part assigned for notation among the listed 
sections of music science (harmonia). According to the 
perspective of this outstanding student of Aristotle, for a 


real scientist”: 


πολλὰ γὰρ δὴ καὶ ἕτερα ὑπάρχει 
[ij], καθάπερ ἀεὶ λέγεται, τῷ 
μουσικῷ μέρος γάρ ἐστιν ἣ 
ἁρμονικὴ πραγματεία τῆς τοῦ 
μουσικοῦ ἕξεως, καθάπερ ἥ τε 
ῥυθμικὴ καὶ μετρικὴ καὶ ὀρ- 
γανική. 


there are many other different 
[problems ], as it is often said 
regarding those who are know- 
legeable in music, because 
harmony science [is just] a 
part of posession which one 
who is knowlegeable in music 


obtains, just like rhythmics, 
metrics and organics. 


Notation is not mentioned in this list. 

All of the antique authors precisely follow this precept. 
We will not be able to find any treatise on musical theory 
(dated before the foundation of the Byzantine Empire) 
that would have had even a slight hint about the notation 
system. And no matter how strange it sounds, first early- 
Byzantine musical manuals were the first ones to break 
that rule. No historical facts are known which could help 
to date treatises, where paragraphs of antique musical 
theory are being explained. The only sign, which unites 
them and helps to relate these treatises approximately 
to one period, is the broadly used notation system of the 
ancient Greeks. And it is really in the early-Byzantine 
period, when we can assume that during those times aut- 
hors of manuals on musical theory were breaking the 
antique tradition by trying to destroy thé boundaries bet- _ 
ween the.theory of music.and its practice. How else can we 
explain a fact that notation systematically appeared in the 
textbooks? What other things could force the writers of 


ΤΙ Aristoxeni Op. cit. P. 41.8-11. 


70 § 5. Οδιθϑοηιοπροηιθα MYy3biKabNO-meopemuNeCcKUX NAMAMHUKOG 


MOrJIO BLIHYIHTb UX cocTaBHTeseu UJINIOCTPHpOBaTb HOTHbIMU 
IIpHMepaMU MCKJOUNTeEIbHO TeopeTM4uecKHe Maparpadel? 

Jln60H, KTO O3HAKOMUTCA Cc COUNHEHMAMH Taynenuua, Ano- 
HMMOB BessiepMaHHa, Bakxua (ΗΠ ΠΟΟΔΒΗΜ cloga —  Ο TpakTa- 
tom Amunus’2), 6e3 Tpyna MouMeT, UTO McHONL30BaHMe B HUX 
3JJIMHCKOH HOTAILMM HallpaBsIeHO Ha TO, HTOObI ΠΟΟΠΘ Usy4e- 
HUA yue6Horo TeopeTuY4ecKoro Kypca OLIBILIMAM yaeHUMK Mor πο- 
CTATOUHO XOPOIIO OPHEHTHPOBATLCA B HOTHOM MarTepHazsie. 

B camo jese, 4x Naparpadbl WaroT OCHOBaTeJIbHOe 3HAHHE 
MHOrHX 3BYKOPAJOB, 3apMKCHpoBaHHBbIx HoTorpaduyecku (J'ay- 
denyuti §§ 22-237). Ho oco60e BHUMaHHe yoeAeTCA 3ByKOPALY 
AuduiicKolt MoHaAbHOcmU. OH IpucyTCTByeT IOUTH BO BCeX STUX 
ucTOUHMKax. Tak, B TpakTate Bakxux abcouIOTHO BCe HOTHBIe 
IIPHMePpbI M3NaraloTCA MCKJUOUNTeJIbHO B JIMAMMcKoH TOHAaJIb- 
Hoctu. ANMMMKM HauMHaeT 1310KeCHHe HOTHBIX TOHAJIBHbIX PAOB 
MUMeHHO c πΗπ ἤσκοῦ ToHanbHocTu™’. Y ΔΗΟΗΜΜΟΒ BesiepMaH- 
Ha TOJIbKO OHA IIpescTaBsIeHa HOTHbIM 3BYKOPAJOM, HpuBeeu- 
HBIM remuKom (δ 67) 75. Bomee Toro, CUcTeMa COJbMU3allHU 3ecb 
TakoKe IpeqcTaBleHa HOTAMH AMAuiicKoM ToHanbHocTH (§ 77)". 
Vi sto He cayualiho, Tak Kak ee HOTHAA CepuA ΠΟ cBOeMy «MeC- 
Ty» B ApeBHerpeveckoli HoTallMM MOKeT 6BITb ycJIOBHO (H, Ko- 
He4HO, CO ΜΗΟΓΗΜΗ ΠΟΠΥΠΙΘΗΜΗΜΗ) IpHpaBHeHa K COBpeMeHHOU 
HOTHOH MoculesqOBaTebHOCTH, O6OsHaualoliel sByKOpA «OeJIbIx 
KJIaBMIl» cbopremmaHo (T. e. Καὶ 3ByKOPAAyY Oo mascopa). TaKuM 
o6pa30M, HOTHbIe 3HaKH JIMAUMCKOM TOHAJIBHOCTH — OCHOBA OC- 
HOB JIA TeX, KTO HaMepeH B 6yfyljeM HMeTh Jeso ὁ WpakTH4ueCc- 
KMM MCHOJIb80BaHHeM HOTHOTO MaTepualia. 

Jjanee, Kak yoKe yKa3bIBaJIOCh, B BbIlenepeuncJIeHHbIX HMC- 
TOUYHHKAX ABHO ΠΡΗΟΥΤΟΤΒΥΘΊ cTpeMJIeHHe NOMOYb yualljMMcA 
mpnuoobpecTu HaBLIKU OlpesesIeHUA MUHTePBAJIOB ΠΟ HOTHBIM 3Ha- 
KaM. Sfecb 8ByKH, O6paMJIAWMIMe KOHKPeTHbIe HMHTePBAJIBI, 3a- 
wacTy!0 WpeycTaBJIAIOTCA He ΠΟ CROMM HAaMMeCHOBAHHAM B CHCTe- 


2 Alypi Isagoge // Jan C. Musici scriptores graeci. P. 359-406. 
18 Gaudentii Op. cit. P. 350-355. 

74 Alypi Op. cit. P. 368-369. 

15. Anonyma... Op. cit. P. 19-21. 

% Thid. P. 24. 
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these textbooks to illustrate theoretical paragraphs with 
notation examples? 

Anyone who gets acquainted with the works of Gau- 
dentius, Bellermann’s Anonyms, or the work of Bacchius (we 
can also add here a treatise of Alypius”) will easily see that 
Hellenic_notation was included in the courses on theory in 
order for students to obtain an ability to understand the 

_ ee 
notation material. 

Really, those paragraphs give substantial knowledge of 
many musical scales, registered notographically (Gauden- 
tius §§ 22--28 3). But special.attention is given to the scale 
of the Lydian key. We can find it almost in all of the 
mentioned-suurces. In the Bacchius treatise absolutely all 
notation examples are given in the Lydian key. Alypius starts 
the description of notation key scales precisely from the 
Lydian key”. In Bellermann’s Anonyms only this key is 
represented by a complete notation scale (δ 67)”. Moreover, 
the system of solmisation is also represented by notation 
in the Lydian key (8 77)". And this occurs more than 
occasionally. Its notation series, because of its significance 
in ancient Greek notation, could be conventionally equated 
(but with many assumptions) with the contemporary 
notation sequence, found in a piano’s «weisse Taste» (mea- 
ning the scale of C-dur). So, notation signs of the Lydian 
key are the fundamental basis for those who are planning 
to deal with the practical usage of notation material in the 
future. 

Further on, as has been already indicated in the sources 
listed above, we can easily see the aspiration to help students 
obtain skills of.determining intéfvVals with regard to notation 
signs. In this case sounds, which «frame» one particular 
interval, often are given not under their usual names in the 


12 Alypi Isagoge // Jan C. Musici scriptores graeci. P. 359-406. 
3 Gaudentii Op. cit. P. 350-355. 

4 Alypi Op. cit. P. 368-369. 

% Anonyma... Op. cit. P. 19-21. 

16 Thid. P. 24. 


72 § δ. Ceudemenvemea Μυϑοικαπθηο- δοροπιμθοκχ NAMAMHUKOB 


Me (ὑπάτη, παρυπάτη, λιχανός UT. O.) — Kak 9TO GbINO OOLIUHO B 
aHTHUHOM ΜΥΘΒΙΚΟΘΗΒΗΜΗ͂ — a HOTHBIMM cMMBONaMH (Baxxult 
§ 18-207). Maye ropopa, yualljeroca ΓΟΤΟΒΗ͂Τ Καὶ TOMY, ἙΤΟΟΡΙ 
OH OMpesesIA MHTepBasbI, PIAA Ha HOTHbIe 3HaKH. B 9ΤῸΜ TaKk- 
ΚΘ CO BCeH OYEBHAHOCTHIO IPOABJINeTCA TEHTCHIMA NOATOTOBKU 
K MpakTuyeckoli pabote c HoTalMen. Ec Obi 3agaua OrpaHu4u- 
BaJlacb TOJIBKO TeopeTHYeCKHM OCBOeHMeM MaTepHaia, BHe IIpak- 
THUecKOrO MY3SHIMpoBaHHA, TO He ObIJIo Ob HEOOXOAMMOCTH Μ0- 
MOJIbSOBaTb HOTHbIe 3HaKU ΠΡῊ WILIOCTpalluu HHTepBasoB. Bosee 
TOTO, HepeqKO 3HaMeHUTOe y ApeBHerpeyecKHX TeOpeTHKOB My- 
3LIKM NospassqeseHve 8ByYKOB TeTpaXOPJOB Ha στῶτες καὶ κινούμενοι 
(11M φερόμενοι) TakKKe JaeTcA He C HA83BaHHAMHM SBYKOB, ἃ ΠΟΤ ΜΗ 
(Baxxuii § 29-3078). B Tom 2xe pakypce ΠΡΘΙΟΤΘΒΠΗΙΟΤΟΗ͂ cH- 
cTeMbI TeTpaxopos (Tam xe, § 39-42") ἢ cucTembI NMKHOHOB™ 
(ram oxe, ὃ 82-8θ483). MW ἩΔΚΟΗΘΙΙ, 5160} MbI BCTpeuaeM H3sI0;Ke- 
He cpeCTBAMHM HOTaluu pasHooOpasHbIx ΦΟΡΜ MesOoAMYecKUX 
WBMKeHUH, HOCAIIMX HHIMBUAyasJIbHble HasBaHHA (TPOANYIC, 
ἔκληψις, πρόκρουσις UT. π. — Anonumu Bennepmanna § 252), a 
TaKoKe BOKAIbHBIX yUpaxKHeHul (Tam oe, § 80-815). Bce sto 
ΜΘΟΤΟΠΜΈΊΘΟΚΗ OGocHOBaHHble yueOHble ΠΡΗ͂ΘΜΒΙ, riaBHOH 88Ππᾶ- 
uel KOTOPbIX ABIAeTCA — HayuHTb paboTaTb c HoTamnen. ΠΡΥ- 
roi BbIBOA 3fecb ΠΡΟΟΤΟ HeBO3MO>KeH. 

SHauNT, ΓΠΒΒΗΔΗ Web, Καὶ KOTOPOM CTpeMHAIHCh aBTOphi paH- 
HeBHM3aHTHHCKHX ydeOHHKOB, 3aKIOUaeTCA B TOM, UTOOBI ΗΘ 
ΠΡΟΟΤΟ H3I0%xUMTE TeopeTHuecKHe acIieKTbI MYy3bIKH, a MOTo- 
TOBHTS Oyfyllero My3biKaHTa-ipaktTuka. H pasBe He cTpaHHo, 


7 Bacchii Op. cit. P. 293-297. 

18 Ibid. P. 299. 

Ibid. P. 301-302. 

80 Tlonpo6Hee 06 9TOM (beHOMeHe AHTHUYHOK My3bIKanbHOM Teopuu 
Mu paxTunn cm.: Tepyman E. Tipwxuuymbl ΟΡΓΔΗΡΒΘΙ ΤΙΣ «ΠΗΙΚΗΟΗΉΗΒΙΧΡ M 
¢4alIMKHOHHBIX® cTpyKTyp // Bompochl MysbikKoBegzenua. Bun. 2. Tpy abt 
TocygzapcTBeHHOrO MY3bIKaJIbHo-Ilefarormyueckoro uncTuTyTa uM. THe- 
cunbix. M., 1973. C. 6-26. Ox xe. AHTMUHOe My3bIKanbHoe MBIILIVe- 
Hue. C. 95-120. 

81 Bacchii Op. cit. P. 299-300. 

82 Anonyma... Op. cit. P. 2. 

88 Thid. P. 26-27. 


> 
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system (ὑπάτη, παρυπάτη, λιχανός etc.) — as it was done in 
antique musicology, but as notation symbols (Bacchius §13- 
2071). So, the student was being prepared to determine the 
intervals by looking at the notation signs. In this case we can 
see an obvious tendency for preparing students for practical 
work with notation. If the main goal was just to get acquainted 
with theoretical material excluding any playing, why would 
there be any notation signs used as an illustration of inter- 
vals? Moreover, it was popular among ancient Greek theo- 
rists of music division of tetrachord sounds into ἑστῶτες and 
κινούμενοι (op φερόμενοι) to mark sounds often not with the 
names of the sounds, but with notation signs in textbooks 
(Bacchius §§ 29-80"). We can view the system of tetrachords 
(Ibid, 88 89-42") and the system of pyenon®™ (Ibid, §§ 32- 
8451), And finally, in these sources we also see explanations 
of forms of different musical movements, which have indi- 
vidual titles, composed by means of notation (πρόληψις, ἔκληψις, 
πρόκρουσις etc. — Bellermann’s Anonyms § 252), plus vocal 
exersices (Ibid, § 80-81%). All of these things are methodically 
based teaching examples, the main goal of which is to educate 
how to work with notation. No other conclusions could be 
made in this case. 

So, the main goal of early Byzantine textbook authors 
was not only to state the theoretical concept of the music, 
but also to train future musicians, who would be able to 
implement musical practice. And is it not strange that not 


τ Bacchii Op. cit. P. 293-297. 

18 Ibid. P. 299. 

Ibid. P. 301-302. 

80 More detailed information about this phenomena of antique 
musical theory and practice see: Tepyman E. Iipunuuns: opranusarnu 
(IIMKHOHHBIX» M «alMKHOHHbIX» cTpyKtTyp // Bonpochl My3biKoBeseH uA. 
Bun. 2. Tpyapt TocygapeTBeHHoro MysbiKabHO-egarormueckoro MH- 
etutyta uM. Tuecunpix. M., 1973. C. 6-26. Idem. AutTuuHoe my3zi- 
KallbHoe MbiueHMe. C. 95-120. 

81 Bacchii Op.cit. P. 299-300. 

82 Anonyma... Op. cit. P. 2. 

88 Thid. P. 26-27. 


14 § δ. Οδιιδεπιοποεηιθα MYy3diKaAbHO-meopemuNeCKUX πα ΠΙΉΜΚΟΒ 


ἯΤΟ HMe€HHO OT ϑΤΟΙΗ͂ ΡΒΗΗΘΒΗΞΒΗΤΗΜΝΌΚΟΗΝ JIIOKH He yleeo 
HU OXHOLO (ἢ) HOoTOrpaduyeckoro HCTOUHHKa, TOra Kak OHH 
COXPaHHJINCh OT 3HauHTeJILHO Goee paHHHX BpeMeH, Korma B 
yue6Hyl0 TeOpHlo My3bIKH HOTAaAIMA He ΒΧΟΠΗ Ja. 

B nogTBepskyeHve sTOTO, HeJIb38A He O6OpaTUTh ΒΗΜΜΔΗΜΗ͂ 
Ha elle OMH MHTepecHbIi tpakT. SHAMeHUTLIN cpeyM uccsejo- 
BaTejleH BH3AHTHUCKON My3bIKH « Αγιοπολίτης » (Ceamozepadeu), 
cofepsKallulica B Mapwoxckom Codex ancien fonds grec 360 
(fol. 216-237), koropbii cefiuac oTHOcAT Καὶ XIV Beky, ποπρϑ8- 
aeslaeTcA Ha ΒΘ KpyliHble uacTH. Ileppad us HUX COepKUT 
TeCOPHW BHU3aHTHUcKONM HOTAalMM, a ΒΤΟΡΔΗ — jpeBHerpeuec- 
Kon*!, Takum o6pa30M, ABe HOTHbIe CUCTeMbI, Kak OyATO OJIM- 
WeTBOpAIOMMe Abe pasJINUHble UcTOpMyecKHe 9ΠΟΧΗ, ΠΡΗΟΥΤ- 
CTBYIOT B OJHOM counHeHHH. JlaxKe ecu YUHTbIBAaTb, ἯΤΟ B 
pykorucp XIV Beka Takoe coeqHHeHHe Nonaso us 6onee paHHe- 
ΓΟ HCTOUHMKa, TO Bce paBHO CBoeH HeOGLIMHOCTbIO MW ΚΑ ΚΥΙΠΘΙ͂ΟΘΗ 
aJIOTHYHOCTHYO OHO JaeT ΠΗΠῚΡ ΠΠΗ pa3sMbllisiIeHHui. KonetHo, 
lipomje Bcero OObACHHTL ΠΟΠΟΟΗΟΘ coceACTBO Kak pesyJIbTaT 
UMCTO MeXaHHuecKoH aKIMH: B PyKoMucu-oOpas3sie, M3 KOTO- 
po MatepHam nepekoueBan B Codex ancien fonds grec 360, 
KTO-TO MallIMHaJIbHO COeAMHU GparMeHTbI ABYX pa3/IMUHBbIX 
KOeKCOB, UW Tak BOSHUKJIM ABe uactu «CBaTorpagiia». Ho qaxKe 
ecJIM IIPHHATL TakylO, ABHO ΠΡΗΜΗΤΉΒΗΨΙΟ, TpaKTOBKy, TO Η 
TOTa HYXKHO OTBETHTL Ha ΒΟΠΡΟΟ: MoweMy TOMY, KTO co3sqaBall 
Codex ancien fonds grec 360, nonago6uocb ΠΘΡΘΗΟΘΗΤΒ B CBOIO 
PYKOIMCcb yoxKe JaBHO HUKOFO He HHTepecyllylo CMcTeMy HOT- 
Horo mMcbMa? ΜΟΡΚΘῚ 6bITb H3-3a CTpeMNIeHHA KOMMUCTAa CO- 
XPaHUTb B HEMNPMKOCHOBeHHOCTH cosepiKaHve AcTouHHKa? Bpag 
au. You CMIUIKOM Jasleka ἡ OT Hero, M OT HepBoi ἼΔΟΤΗ «CBa- 
ΤΟΓΡΆΠΙΙ8» AHTHYHAA HOTHAA CHcTeMa. 

ΤΆΚΗΜ o6pa30M, HeT HHKaKMX BUJMMbIX ΟΟΗΟΒΔΗΜ ἢ cun- 
TaTb, ἯΤΟ ΠΡΗ͂ HOBOM xXpHcTHAHCKOH peJIHTMH My3blKasbHaA 
mpakTHKa cpa3y Ke oTKasaylach OT ApeBHerpevecKoH HOTAILMH. 
Ckopee Bcero, 910 ΠΡΟΙΒΟΙΙΠΟ mo3%Ke. Ho korga? 


84 The Hagiopolites. A Byzantine Treatise on Musical Theory. Pre- 
liminary edition by J. Raasted. Copenhague, 1983 (Cahiers de l’Institut 
du Moyen-Age grec et latin). 


§ 5. Testimonies of monuments on musical theory 75 


one (!) notation source has survived whole from this early 
Byzantine epoch, while at the same time many materials 
from earlier epochs, when notation was not a part of studied 
musical theory, have survived? 

In confirmation of this we must pay attention to another 
interesting fact. A source, famous among scholars of By- 
zantine music « AytonoAitncg» (the Hagiopolites), which is 
contained in the Parisian Codex ancien fonds grec 360 (fol. 
216-237), dated to the XIVth century, is divided into two 
major parts. One of them contains a theory of Byzantine 
notation, and the other part includes a theory of ancient Greek 
notation®*. So, these two notation systems, which are 
embodiments of two different epochs, happened to be a part 
of one work. Even if we believe that this combination in a 
XIVth century manuscript originated in an earlier source, 
it makes no difference. But by its extraordinarity and alogic 
it gives food for thought. Of course, the easiest way to 
explain this «compound» is to propose that it is a result of 
mechanical action: in the protomanuscript, from which 
material entered into the Codex ancien fonds grec 360, 
someone mechanically put together fragments of two 
different codexes — as result the two parts of Hagiopolites 
were created. But even if we except this obviously primitive 
point of view, we will still have to answer one question: why 
would someone need to copy a notation system which is not 
relevant and went out of use a long before? Maybe this 
happened because a copyist wanted to keep the context of the 
original source inviolable? It’s doubtful. The antique notation 
system is too distant from the time of the copyist and from 
the first part of Hagiopolites. 

So, there are no obvious reasons to think that as soon as 
a new Christian religion was situated, musical practice 
immediately abandoned ancient Greek notation. It likely 
happened later on. But when exactly? 


84 The Hagiopolites. A Byzantine Treatise on Musical Theory. Pre- 
liminary edition by J. Raasted. Copenhague, 1983 (Cahiers de 1’Institut 
du Moyen-Age grec et latin). 
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SaMeHa OHO HOTallMu Ha APyTyto Moria MpOMsoHTM TOJIBKO 
Torga, Korga Goslee paHHAA yoKe He B COCTOAHHH ObiNa yAOBJerT- 
BOPATh 3allpocbl My3bIKaJIbHOH IpaKTHKU. ITO eMHCTBeEHHAA 
ΠΡΗΆΜΗΔ, cloco6uasn mocTeneHHo (!) mpekpaTMTb HCIOb30- 
BaHHe KOHKpeTHOM HOTHOH cHcTeMbI. B Takom cJIyyae Ha CMe- 
Hy CTapoMy MeTO,Y 3alIMcM My3bIKaJIbHOTO MaTepHasia 00 Bpe- 
MeHeM ΠΡΙΧΟΠΗΤ zpyro#. IIpuuem ΠΘΌΜΟΙ, Β TeueHHe KOTOporo 
IIPOUCXOAUT BbITeCHeHHe MepBoro M BHeEApeHHe ΒΤΟΡΟΓΟ, ποοτᾶ- 
TOUHO ΠΡΟΠΟΠΣΚΗΤΘΠΒΗΒΙΙ͂ Καὶ OT HETO ΠΟΠΊΚΗΡΙ COXPaHUTECA U0 
ΠΑΜΉΤΗΜΚΗ, cofsepxKallMe Kak OJHY, Tak U Apyrylo cucTemy 
HOTHOrO IiMcbMa. Ecau Ke HCXOAUTb U3 HbIHe CYIecTBYWIIMX 
XPOHOJIOTMYeCKNX NpescTaBeHHH, TaKOH mporecc ΠΡΟΜΟΧΟΠΗ͂Π 
Kak pas B 3arayouHbie «6es3sByuHble» cTroueTua. Ho Korga OKa- 
8bIBae€TCA, UTO OT STHX NATH AMMHHBIX CTONeETHM BOOOIIe HEBO3- 
MOKHO OO6HapyXKHMTb HU OHOLO (!) JOKyMeHTa ὁ KaKol-1u60 
HOTaljMeH, TO 3TO ΠΟΜΟΥΜΗΘ MapagoKc. IIpoTtuBopeune c 916- 
MeHTapHOH ΠΟΓΜΚΟΙ 5160 yCMUJIMBaeTCA ellje H NOTOMY, UTO 
«<Oe33By4Hble» ΠΗ͂ΤΡ CTONeTHH OKPy2KeHbl 910XaMH, aKTHBHO 
HMCHOJIbSOBABILIMMH HOTHBIe CHCTeEMbI. OHAKO ΠΟ KAKOMY-TO He- 
NOHATHOMY YMBICJIy Ha NATL CTONeTHH BCe MpeKpaTHJIOCh. 


ὃ 6. A Β 910 Bpema Ha danaze... 


Ec MbI conocTaBHM cBeJeHUA, U3BeCTHbIe NO BH3aHTHH- 
cCKUM MaTepiasaM, C TEMH, KOTOPbIMH pachojiaralwT ACTOPUKU 
3allaqHOro cpeHeEBeKOBbA, TO HeTPyfHO yBUJeTh yAUBUTEeJIb- 
Hy1 o6mHocTh®, 

BcenomuuM Kak Tut Jinpun (59 r. πὸ Η. 9. — 17 r. Hu. 3.) Β 
cBoeH «Ad urbe condita» (VII 2, 1-6, 7) omucbiBaeT 3HamMeHH- 


85 5 mato ceOe Ποπηριἷϊ OTYeT B TOM, UTO CHTYAaLMA B 3allagHoesporieli- 
cKOM My3biKe paccMaTpiBaeMoro MepHora TpebyeT He TOALKO caMocToOATelb- 
HOTO MCCJleMOBaHMA, HO M ABJINETCA OTZeENbHOM ΟΟΠΘΟΤΒΕΟ ΜΥΘΒΙΚΟΒΕΠΘΗΜΑ͂, 
B ΚΟΤΟΡΟΙ͂ MOA KOMMeTeHUMA He CTOMb OCHOBATeIbHAa, KAK STOTO TpebyeT 
oOcy2xXJaeMbIi Matepvan. Ilosromy A ΠΟΒΒΟΠῚΟ cede MpuBectTu AML obte- 
M3BecTHble, HO, Kak IlpeqcTaBiAeTcH, BeCbhMa 3HaMeHAaTeJIbHBle (baKTHI. 


§ 5. And at the same time in the West... Ge 


The substitution of one notation by another could have 
happened only at the point when one notation lost its ability 
to meet the requirements of musical practice. This is the 
only reason that could have contributed to the gradual 
decline of usage of one particular notation system. In 
this case a new one gradually substitutes for an old method 
of registering musical material. And in this connection, 
the period during which the substitution occurs lasts for 
quite a long time. And there must be some monuments left 
that contain one or other system of notation writing. But 
based on the contemporary perception of chronology, this 
process of substitution had transpired during these 
mysterious «soundless» centuries. But we see that there 
is not a single notation document found which reflects 
tage ποτα ice! Is not it a paradox? Contradiction 
with logic also increases due to the following fact: the 
{five «soundless» centuries are surrounded by epochs in 
\which notation systems were actively used. However, due 
to some unexplained intent everything stopped for five 
centuries. 


§ 5. And at the same time in the West... 


If we compare the information known from Byzantine 
materials with materials obtained by historians of the Western 
Medieval Times, we can easily see some things in common 
among them®>. 

Let’s remember how Titus Livius (59 B. C. —17 A. D.)in 
his «Ad urbe condita» (VII 2, 1-67) describes famous events, 


85. 1 clearly understand that the situation in music in Western 
Europe of this period requires separate research, and that it is a wholy 
different area of musicology. My competence here is not as through as 
in the discussed material requires. That is why allowed myself to use 
only some well-know famous facts. 
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ΤΕΙΘ COObITHA, MIPHBeAUIMe BIOCeACTBUM Καὶ CO3AaHHIO ApeBHe- 
puMckKoro TeaTpa. Kak M3BeCTHO, «clleHH4ecKue MIpbl» OBI 
yupexxKeHbI B PuMe ΒΟ BpeMeHa CTpalliHoro MOpa, B KOHCYJIECT- 
ΒΟ laa Cynpnuuua Ieruxa u Tan Jliuuunua Cronona®. Io co- 
ΒΡΘΜΘΗΗΒΙΜ XPOHOJIOTM4eCKMM I1peACTaBJIEHHAM 9TO IIPOMsoLI10 
B 864 Γ. πο Η. 9. OTH «clTeHHYeCKHe UIpbi» cTasIM paquKasIbHbIM 
HOBLUeCTBOM B KYAbTYPHOM KH3HM Puma, 2#XUTeNIM KOTOpOrO JO 
TOM MOPbI pasBuleKasIucb ΤΌΠΡΚΟ Oeramu B ΠΗ͂ΡΚΘ. IIpapya, «ur- 
perp» (ludiones), ipurmatiieHHbie H3 OTpypuu, MpocTo miAcanM 
ΠΟΙ 3ByKu THOU, 668 KaKUx-1M60 MeceH. PuamMcKan MOJIONe:Kb, 
NloypaxkaA urpellaM, ποῦϑβηπδ paciieBalolulWecA CTUXH UH, B KOH- 
le KOHUOB, OHM «inpletas modis saturas descripto iam ad 
tibicinem cantu motuque congruenti peragebant» (cmaeuau 
camypbl, 3QnNOHeHHbLe NECHAMU, C 2anuUCcaHHOU OAR MUubUCM- 
KU MenoOuell, τι nodobatmusUMU OeusceHuamu®’) (Ibid. VII 2, 7). 

Bes3ycoBHO caTypbI NOABHIMCh 3HaYHTeJIbHO Mo3xKe, UeM 
coObITHA, olmMcbIBaemMbie TuToM JImBuem. Ho pumecKuii ucTo- 
PUK, YIIpOWjeHHO NOHHMABLINA CJIOSKHLIN WU DJIMTeIbHbIM ΠΡΟ- 
llecc CTaHOBJICHHA ἢ NepBOHAYAJIBHOLO PasBUTHA TeaTpa, lepe- 
Hec Ha PaHHIOLO ϑΠΟΧΥ ΧΟΡΟΙΠῸ H3BeCTHOe No ero BpeMeHH (pyOexk 
cTapol M HOBOH 9051) HCNOAL30BaHHe HOTAILMM B TeaTpasIBHoH 
My3bike. AmMeHHo nosToMy OH 6510 yOexaeH, TO ΡΟΣΚΙΘΗΜΘ 
TeaTpa HeEMbICJIUMO 668 HOTAaLIMH. JlevicTBUTeIbHO, pasBe MO?KHO 
IIpeACTaBMTh peasbHy!0 CUTyYalluw, 3anevaTeHHyw B Didascalia, 
ΠΡΘΙΒΔΡΠΙΟΙΠΨΙΟ Halpumep, «CamonucTasatena» Tepenuya, 6e3 
aKTHBHOrO ΟΥ̓ΠΙΘΟΤΒΟΒΔΗΜΗ HOTAaNHH®: 


MODOS - FECIT : FLACCVS - CLAVDI : TIBIIS - PARIB : TOTA: 
(Meanoduu cnaxana O12 Oeyx Hepasnux muouil, a nomoM O14 
Oeyx npasrix couuxun Dnark, ραῦ Kraedua) 


86 Tloqpo6Hee 06 atom ομ.: Tepyman E. Mysbita apesneit Tpenuu 
u Puna. CII6., 1995. C. 196-205. 

δ΄ KonewHo, HMYero ΠΟΠΟΘΗΟΓῸ B COBpeMeHHOM pyccKom mepeBoze 
H. B. Bparmuckoli Het: Tam «cTaBunM caTypbl 6 IpaBMNbHBIMM pasMe- 
paMM UM TeHMeM, pacCUMTaHHBIM Ha cuetty» (Tum JIueut. Uctopus 
Puma ΟἹ ocHopaHus ropona. T. I. M., 1989. C. 324). 

88 Terenti Afri Comoediae, iterum recensuit A. Fleckeisen. Lipsiae, 
1898. P. 1. 
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which led to the creation of ancient Roman theatre. It is well- 
known, that «stage plays» were established in Rome in times 
of a terrible pestttenee during the consulate of Gaius Sulpicius 

eticus and Gaius Licinius Stolo®®. According to contemporary 
chronology they took place in 364 B. C. These «stage plays» 
became a radical innovation in the cultural life of Rome, the 
citizens of which before that time entertained themselves only 
with circus races. At is true that the «players» (ludiones), who 
were invited from Etruria, simply danced to the sounds of the 
tibia and sang no songs. Roman youth started to imitate the 
«players» and added the singing of poems to the performance, 
and finally they «inpletas modis saturas descripto iam ad 
tibicinem cantu motuque congruenti peragebant» (stages sa- 
turas, filled with songs and written melodies for female-tibicens 
and with appropriate movements®’) (Ibid, VII 2, 7). 

Saturas certainly appeared much later then the events, 
described by Titus Livius. But the Roman historian, who 
oversimplified the long and complicated process of formation 
and early stages of development of the theatre, conveyed 
clearly dated (late B. C. — early A. D. years) application of 
notation in theatre music to the new epoch. The close link 
between music and theater in his time convinced Titus Livius 
ithat even the origins of theater were inconceivable without 
notation. Actually, we can hardly imagine a real situation in 
the Didaskalia, which introduces for example Terence’s «The 
Self-Tormentor», without using notation®®: 


MODOS - FECIT : FLACCVS - CLAVDI : TIBIIS : PARIB - TOTA: 
(Melodies first for two unequal tibias, and then for two equal ones, 
composed by Flaccus, Clausius’s slave) 


86 For more detailed information see: Tepyman E. Mysbixa mpes- 
Heit Tpeuun u Puma. CIi6., 1995. C. 196-205. 

87 Of course, we can find nothing of this kind in a contemporary 
Russian translation done by V. Braginskaja: «craBumu caTypbi c mpa- 
BUIbHBIMM pasMepaMH Mi MeHMeM, paccuMTaHHbIM Ha cbueliry» (Tum 
Jueuit. Uctopua Puma of ocHopanus ropoga. T. I. M., 1989. C. 324). 

8 Terenti Afri Comoediae, iterum recensuit A. Fleckeisen. Lipsiae, 
1898. P. 1. 
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KoHe4uHo, ΜΟΣΚΗΟ JONYCTUTb, ὍΤῸ Ha IIpeMbepe, cocTosB- 
mevcaA B ΠΘΡΒΟΪΪ ΠΟΠΟΒΗΗΘ II B. ΠΟ H. 3., MYSbIKANbHOe COpo- 
BOKACHHe HCHONHAIOCh CaMMM KOMIIO3MTOPOM HM APyruMu My- 
3bIKAHTAMU, KOTOPbIX OH «Hay4MJI» UTpaTb CBOW MYS3bIKY, Tak 
CKasaTb, «co cilyxa». ΟΠΗΔΚΟ BbIIenpHBeseHHoe coobineHue 
Tuta JIMBUA CBMJeTeILCTBYeT B ΠΟΠΡΩ͂Υ AKTHBHOTO MCMOJIb30- 
BaHHA HOTA B ApeBHEPUMCKOHM TeaTpaNbHoOl XKM3HH. 

M. T. Bappou (frg. 282) cooGujaeT 0 «quarpamMax», cy- 
WIecTBYIOUJMX B My3bIKAa/IbHOM WpakTuKe, B KOTOPbIX 3allHcbl- 
BalOTCA 3BYKU TOHAJIbHOCTeH ΔΘ ΠΗ ΗΟ BLICOTHI («ipsum etiam 
musicorum docetur diagrammate, in quo tropi pro acumine 
vocum superiores scribuntur»)®®. M. T. Iluuepou (Tusc. 4, 2, 
3) XOPOLIO 8Had O IMpOKOM MCIOJIB8S0BaHHU HOTAalHU («ex quo 
perspicuum est et cantus tum fuisse discriptos vocum sonis et 
carmina»). Dabui KeuyTusmman (Orat. I, 12, 14), cnegqya an- 
TH4UHOK TpaguvIMu, He OAOOPABUIel MpocdbeccuoHaNbHbIX 3aHA- 
TUM MYy3bIKOM ΘΒΟΘΟΠΗΟΡΟΣΚΙΘΗΗΒΙΜῈ park qahHaMu, He coBeTy- 
€T ΜΟΠΟΙ͂ΒΙΜ ΠΙΌΠΗΜ MCNONHATL MecHH IO «MYy3bIKaNbHbIM 
HOTaM» («nec moduletur aut musicis notis cantica excipiat»). 
Mapuu BuxtTopuu Jake OMNCcbIBaeT B8aMMOpacriosOKeHve CIIOB 
M HOT B PyKOMMcAX, YIOMHHaA O «MYy3bIKAJIbHbIX OyKBax ΜΠῈ 
HeKMX HoTax» («unde etiam in tropicis artis usicae litterae seu 
signa»)*°. Mapiman Kanesa B CBOeM KpaTKOM H302KeHHH aH- 
THUHOK TeOpuHuM MYy3SbIKM ΒΟΠΡΘΚῊ ΠΡΗΒΘΙΘΗΗΒΙΜ BBIIlIe 3aBe- 
Tam ApucToKceHa yYNOMMHaeT O HOTALLHH, ΘΟΟΟΠΙΒΗ, ITO aByK 
MY3bIKaJIbBHOM CHCTeMEI μέση (Ha AsbIKe Maprmana Kanennpr — 
«quae ideo media dicitur») Β 1ugquiuicKol TOHambHOcTH tbuKcnu- 
pyetca Hoton I («ut in Lydio modo, τοὶ rectum iota est»). 
AHaJOrM4HbIM 06pa3z0M HOTA τρίτη συνημμένων, TO ECT mpumol 
mempaxopda coedunennvix (= «coniunctarum erit tertia») B 
TOM Ke TOHAJIBHOCTH IipescTaBsaerT cobol «OMpoKUHyTyW Jlam- 
6ay» («quae in eodem modo, id est Lydio, lambda supinum pro 
nota habebit»)®!. Boamuit B cBoewt «De institutione musica» 


8 Grammatici Latini IV, 532, 19-21. 

% Ibid. VI, 183, 22-31. 

1 Martiani Capellae De nuptiis Philologiae et Mercurii. Ed. 
H. Eyssenhardt. Lipsiae, 1866. P. 503 (cm. taxxxe II 138). 
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We can assume, of course, that during the premiere which 
took place in the second half of the IInd century B. C., the 
musical accompaniment was provided by the composer himself 

j and other musicians whom he taught to play his music «by 
ear». But, Titus Livius’ description of saturnas mentioned 
above indicates that notation was actively used in ancient 
Roman theatrical life. 

M. T. Varro (frg. 282) informs us about «diagrams» 
which were useg_i ical practice, and in which sounds 
of keys witirdifferent pitches were registered («ipsum etiam 
musicorum docetur lagrammage, in qué tropi pro acumine 
vocum superiores scribuntur» ©*) M. T. Cicero (Tuse. 4, 2, 

3) was well informed about the wide Use of notation («ex 
quo perspicuum est et cantus tum fuisse discriptos vocum 
sonis et carmina»). Fabius Quintilianus (Orat. I, 12, 14), 
following antique tradition, did not approve of free citizens 
studying music professionally. But still he advised young 
people to perform songs with the help of «musical notes» 
(«nec moduletur aut musicis notis cantica excipiat»). Mo- 
reover, Caius Marius Victorinus described the arrange- 
ment of words and notation signs in manuscripts, when 
mentioning «musical letters and some notes» («unde etiam 
in tropicis artis usicae litterae seu signa»)*°. Martianus 

Capella in his description of antique music theory ignores 

all of Aristoxenus’ precepts and mentions notation. He 
announces that a sound in the musical system — μέσῃ (Mar- 
tian Capella’s language — «quae ideo media dicitur> ) in the 

Lydian key is indicated by the note I («ut in Lydio modo, 

ubi rectum iota est»). In an analogous way, the note τρίτη 
συνημμένων, that is, trita in the tetrachord of the conjuncted 

(= «coniunctarum erit tertia») in the same key represents 

by an «upside down lambda» («quae in eodem modo, id est 

Lydio, lambda supinum pro nota habebit»)*!. Boethius in 


— == ~ 

89 Grammatici Latini IV. P. 682, 19-21. ~ 

90 Jbid. VI, 183, 22-31. 

91 Martiani Capellae De nuptiis Philologiae et Mercurii. Ed. 
H. Eyssenhardt. Lipsiae, 1866. P. 503 (see also: II 138). 
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(IV, 3-4), KoTopaa 6bia HacTO.bHOM KHMTOW B EBpotie wyTb 
πῇ ΗΘ πο XVII Beka BKTIOUNTeILHO™, ΠΟΠΡΟΟΗΟ U3iaraeT CHc- 
TeMy Bce TOM Ke «A3bIuecKOH» HoTaunu™. (KceTaTu, ποπθοοοῦ- 
pasHo o6paTuTb BHUMaHHe Ha TO, ΤῸ Bpema 2KH3HH Mapynana 
Kanes, Boauua αὶ Kaccnogopa, ΟΠΜΟΒΙΒΔΙΟΠΙΜΧ AaKTMBHOE Hc- 
MObsOBaHMe HOTaLHU, — V—VI BB., To ecTh lepvoOg, ΚΟΤΟΡΡΙἥ 
ΠΟ COBPeMeHHbIM XPOHOJIOIMUecKHM MpescTaBJICEHHAM BXOJUT 
B «6e33By4Hble» CTONETHA, αὶ 30eCb TakoKe eCTb Hag ἼΘΜ 88 ΠνΥ- 
MAaTBbCa.) 

Bce 97Ὸ ΓΟΒΟΡΗ͂Τ O TOM, UTO HOTAILMA GbINa paciipocTpaxe- 
Ha He ΤΟΙ͂ΡΚΟ B Boctounoii ΡΗΜΟΚΟΙ͂ MMMepHH, HO αὶ Β 98Π81- 
HoH. WpaBga, uspeqka yKasbiBaloT Ha TeKcT Mcugopa CeBnsb- 
exoro (Etimologiarum libri III 15), axo61 cBugeTenbcTBYIONIMH 
Ὁ TOM, ΤῸ OH HUYeELO He SHA O HOTALMH, MOCKOJIBKY YNOMMHAa- 
eT «soni ... quia scribi non possunt» (s6yKu ..., Komopwle He 
mMozym 3anucbiegamoca). OAHAKO ΘΟΠῊ 9ΤῪ Ppasy paccMOTpeTs 
He M30JIMpOBaHHO, a B KOHTeKcTe Bcero parMeHTa, TO CTAHeT 
ACCHO, ΤΟ pedb ΠΟΤ O ΘΟΒΘΡΙΠΘΗΗΟ MHOM: 


Musica est peritia modula- 
tionis sono cantuque consis- 
tens, et dicta Musica per de- 
rivationem a Musis. Musae 
autem apellate ἀπὸ τοῦ μῶσθαι, 
id est, ἃ quaerendo, quod per 
eas, sicut antiqui voluerunt, 
vis carminum et vocis modu- 
latio quaereretur. Quarum 
sonus, quia sensibilis res est, 
praeterfluit in praeteritum 
tempus, imprimiturque me- 
moriae, inde a poetis Iovis et 


My3vixa — 3nanue zapmoHuu, 
3aK1IOUaIOU eeCR 6 BBYKE U Me- 
AOOUU, U HAZEQAHUE «MY3bLKa», 
npouzouno om Mys. Mysbt ace 
Ha3zbieaiomcn «ano my MOC: 
mati» ®, mo ecmb om uckamb, 
nomomy {πιὸ om Hux, Kak ye- 
maHnoé6uau Ope6Hue, ombIicKU- 
6aemch cua neceHh ἃ zapMo- 
HUA 36y4aHUR. Hx seyranue — 
nockoloKy amo uyecmeeHHo 
eocnpuHuMaemoe Oeno — ΠΡΟ- 
mexkaem 6 mexeHUue YcKONb3a- 


55 Tepuman E. Boountt u eBponelickoe My3bIkKosHaHne // CpeaHie 


Beka. Bn. 48. 1985. C. 233-243. 


% Tepuman E. MyspikaibHas GosmmaHa. C. 263-266, 383-387. 
% Isidori Hispalensis Episcopi Etymologiarum libri XX // PL 82. 


Col. 168. 
% To ecth «oT 3HaHUA>. 
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his «De institutione musica» (IV, 3-4), which was broadly 
used in Europe almost until the end of the XVIIth century”, 
describes in detail the very same system of «pagan» nota- 
tion”. (By the way, it is relevant to note one fact: Martian 
Capella, Boethius and Cassiodorus, who described active 
notation usage, all lived in the Vth and VIth centuries A. D. 
This period, however, is part of the «soundless» epoch, accor- 
ding to contemporary periodization. Here there is something 
to meditate on). 

All of this indicates that notation was widely distributed 
not only in the Eastern Roman Empire, but also in the Western 
Roman Empire. Sometimes scholars bring up the text of Isidore 
of Seville (Etimologiarum libri III 15), which supposedly 
indicates that he knew nothing about the notation, because 
he mentions «soni... quia scribi non possunt» (sounds which 
could not be written down). But, if we look at the phrase in 
the context of the whole fragment, we can easily understand 
that the subject really is something completely different: 


Musica est peritia modula- 
tionis sono cantuque consis- 
tens, et dicta Musica per de- 
rivationem a Musis. Musae 
autem apellate ἀπὸ tod μῶσθαι, 
id est, a quaerendo, quod per 
eas, sicut antiqui voluerunt, 
vis carminum et vocis modu- 
latio quaereretur. Quarum 
sonus, quia sensibilis res est, 
praeterfluit in praeteritum 
tempus, imprimiturque me- 
moriae, inde a poetis Iovis et 


Music is knowledge of harmo- 
ny enclosed in the sound and 
in the melody, and the name 
«music» came from Musas. 
Musas are called «apo tu mos- 
thai»® which means to seek, 
because from them ancient pe- 
ople determined the strength 
of songs and the harmony of 
sounds. Their sound [of har- 
mony ] — due to the fact that 
this is a matter of the senses — 
escapes with the flow of time 


92 Pepuman E. Bost u epponetickoe my3pikosHaHue // Cpeaune 


Beta, Baim. 48. 1985. C. 233-243. 


98. Tepyuman E. Mysbikanbuas Goaumana. C. 263-266, 383-387. 
94 Tsidori Hispalensis Episcopi Etymologiarum libri XX // PL 82. 


Col. 163. 
95 It is «from knowledge». 
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Memoriae filias Musas esse 
confictum est. Nisi enim ab 
homine memoria teneantur, 
soni pereunt, quia scribi non 
possunt. 
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70U4e20 6peMeHU τὶ 3aneLamNeéa- 
emca namambi. Omcwda no- 
agmamu evldymano, imo My3bi — 
Oouepu LOnumepa u Ilamamu. 
Bedo ecnu onHu He yOeprcuéa- 


1OMCA 6 NAMAMU 4eElOBeKA, 360" 
KU nozub6aiom, nomomy umo 
OHU He Mozym 3anucvleamMocn. 


SIcHo, ΤῸ aBTOp cTaBUs Mepex cobok leh — «ompaByaTh» TO, 
ΤῸ evldymMaHo noamamu. J\nA aTOrO eMy HagsieKano oObsAC- 
HUTb ABe «MMocTach» My3 — Kak OJIMIeTBOpeHHe UM camMoli My- 
3bIKU, αὶ naMATH. UToObI CBA3aTb AX B OAHO ΠΘΠΟΘ, caMbIM yOe- 
AMTeIBHEIM O6bIIO HAaIIOMMHAaHHeE O TOM, 4YTO 3BYKU ΜΥΞΒΙΚᾺ 
ΟΥ̓ΠΙΘΟΤΒΨΙΟΥ TOJIbKO B MOMe€HT MX 3BY4aHMA, a 3aTeM ΜΟΊ 688- 
roT. Iloatomy JA ux coxpaHeHus Heo6OxoguMa ΠΆΜΗΤΡ. Ho ta- 
Koe TONKOBaHve He HMeeT HHYeTO OOUIero C PeasIbHOCThwW, B 
KOTOpOH HOTaLMA cTasla HEOTbeMJIeEMOM YacThIO MYy3bIKaJIbHOU 
JKM3HH SallagHoi Pumckoi Umnepun. 

Ho yQuBUTeILHO, UTO 30ecb, Kak αὶ Ha BoctToke, Take He- 
TPYAHO O6HAapy2KUTL «6e33By4HbIe» cToNeTHH. B caMomM Jele, 
nNosyuaeTca Tak, ito ΒΟΘΙΜ u Kaccuogop — ΠΟΟΠΘΠΗΜΘ aBTo- 
pbIl, yooMMHarollMe 06 aHTHYHOM HOoTaWHu. VM saTem ΠΘΌΒΡΙΘ 
M3BeCTHbIe PyKONMCH yoKe CO CpesHEBeEKOBbIMU PasHOBHHO- 
CTAMM HOTHOTO TMcbMa ΠΑΤΗΡΨΙΟΤΟΗ͂ ΤΟΙΒΚΟ TX-X BB. °° JIpy- 
ΓΗΜΗ CJIOBaMH, CUTyallusA COOTBeTCTBYyeT TOM, ΚΟΤΟΡΔΗ Hab Ji0- 
WaeTcA ΠΟ BU8aHTHHCKHM HCTOUHMKaM. 


Uro6pi chesaTh KaKHWe-TO ollpeyeseHHbIe BBIBOAbI M3 H3JI0- 
2KeHHOrO MaTepHasia, HEOOXOAMMO COBMECTHUTL HeCKOJIbKO Iipak- 
THYeECKH HECOrlacyWUJUXcA (akTOB: 


96 Cm., HampuMep: Tropen- und Sequenzenhandschriften. Répetroi- 
re international des sources musicales. Herausgebenen von H. Husman. 
Minchen-Duisburg, 1964. P. 110-111, 124-126, 128-129, 134-135, 
137-139, 140-142, 152-155, 158-160. Takoe nonomeHue mpusHaert- 
CH M cilellMamWcTaMu, UccrexAyIOWIMMMU 3allagHoeBponelickue HOTHHIe 
McTOUHNKM (Hiley ἢ). Notation // The New Grove Dictionary of Music 
and Musicians. V. 13. P. 345). 
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Memoriae filias Musas esse 
confictum est. Nisi enim ab 
homine memoria teneantur, 
soni pereunt, quia scribi non 
possunt. 


and remains in memory. Ba- 
sed on this, poets made up [a 
story] that Musas are dau- 
ghters of Jupiter and Memory. 
And if they do not remain in 


a person’s memory, sounds 
perish, because they can not be 
written down. 


It’s clear, that the author’s main goal was «to justify» what 
the poets had composed. To do this he had to explain the two 
aspects of the Musas, first, as an embodiment of music itself, 
and second, as a memory. To connect them into one whole, 
the most convincing way was to remind people that sounds 
of music exist only at the moment of sounding and then 
disappear. And in order to store them we need memory. But 
this interpretation had nothing in common with the reality, 
where notation became an integral part of musical life in 
Western Roman Empire. 

But surprisingly, in the West just as in the East, it was 
rather easy to find «soundless» centuries too. Really, in this 
case we can see that Boethius and siodorus are the last 
authors to talk about antique notation. Thereafter, it is nearly 
five hundred years later before we find the first known manu- 
scripts with the mediev ation system. whichware dated to 
the IXth=Xth centuries®*. In other words, the situation corres- 
ponds to the one we observe when analyzing Byzantine sources. 


In order to make any conclusions from this information, 
we must combine two facts, although they contradict one 
another: 


ΔΆ, 

(v9) For example see: Tropen- und Sequenzenhandschriften. Répet- 
roira international des sources musicales. Herausgebenen von H. Hus- 
man. Minchen-Duisburg, 1964. P. 110-111, 124-126, 128-129, 134- 
135, 187-139, 140-142, 152-155, 158-160. This situation is accep- 
ted by specialists, who are studying west European notation sources 
(Hiley D. Notation // The New Grove Dictionary of Music and Musi- 
cians. V. 13. P. 345). 
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a) MHOozo ceudemenvcmé AKMUBHOZO UCNOb306AHUA HOMN- 
HOzZO Mamepuasa, U3NONCeHHOZO Ha XpyNnkom nanupyce, 
Oamupywowemcsa om III 6. 00 x. a. απποπιρ Oo IV 6. H. 3., 
u abcoliomHoe OMcymcmeue HOMozpagurxeckux OoKy- 
MeHMmoé6 Ha NAOMHOM nepzamene om 3aKkama anmuL- 
Hocmu 6naomb Oo IX-X 66.; 

6) a6coniomHoe omcymcmeue Homozpagureckux GoKy MeH- 
mo6 om 3akKama aHmuuHocmu entombs 00 IX-X 66. u, 
OOHOGpeMeHHO c IMUM, MHOzO ceudemenvocme, nodmeep.xHc- 
Oaioujux akmu6eHoe UcnOonb3;06aHUe HOMaYUU 6 mom 
xe σαμοιΐ nepuod. 

TakuM o6pa3s0M, peub ΠΟΤ O pATe ΠΔΡΆΠΟΚΟΟΒ, CBA3AaH- 

HBIX C CYILECTBOBAHHeEM NATMUBEKOBOM «6e33BYUHOK 9ΠΟΧΒ». 

He ABIAIOTCA IM OHM pesyJILTATOM COMHUTEJBHON ΠΆΤΗΡΟΒ- 
KH MCTOUHHKOB? He 6yyzem 3a6hlBaTh, ITO PellialOUIHM apryMeH- 
TOM B 9TOM Π6ΠΘ6 cefidac OKa3bIBaeTCA MX Masleorpa@uyeckHi aHa- 
au3. Ho Beqb HayKa BOsIe-HeBONeH MpucnocaGMBaeT CBOM Ia- 
JleorpauyeckHe Hab OCHA Καὶ ΠΡΗΗΉΤΒΕΙΜ 610 ΧΡΟΗΟΠΟΓΜΈΊΘΟΚΗΜ 
ΠΡΕΘΠΟΤΔΒΠΘΗΜΗ͂Μ. ΠΟΘΤΟΜΥ ΠΠΗ ΠΡΟΒΘΡΚΗ ΠΟΟΠΘΠΗΡΧ ΠΑΠΘΟΓΡΑ- 
duyeckHe JaHHble BPA ΠΗ MOryT ΟΒΙΓΡΆΤΡ ΡΘΠΙΘΙΟΠΙΥΟ ΡΟΠΡ. 

Β cBa3u c STHM MpescTaBsAeTCA ΠΟΠΘΟΟΟΡΆΒΗΡΙΜ 181} Moka 
NpeRUONOKUTCNLHLIM OTBeET Ha KaPAMHAIbHBIN AIA yKa- 
3aHHBIX ΠΑΡ ΠΟΚΟΟΒ BOMpoc: a cCylecTBOBaIIN JIM BOOOMe ΠΗ͂ΤΕ 
CTOJeTHH, OT KOTOPLIX He COXPaHHJI0cb HH OAHOTO HOTOrpadu- 
ueckoro NaMATHHKa? He ABIAIOTCA JM OHH CleACTBHeEM Hallux 
3aGJyXTeCHHH, CBA3AHHLIX C HEBEPHbIMM ΧΡΟΗΟΠΟΓΜΉΊΘΟΚΗΜΗ 
BosspeHHaAMHU? ΒΘ ΠΡ HMeCHHO B TaKOM CJIydae BCe BLIABJICHHbIe 
MIpOTUBOpeuHA MW HECOracoBaHHOCTH aHHYJMPyIOTCcaA. 

Konb cKopo MbI cTapaeMcH M3y4UTE MpoOmemy «6e33sBy4- 
HbIX» CTOJIETHM CO BCeX CTOPOH, To ΗἩΘΟΟΧΟΠΗ͂ΜΟ MccesoBaTh ΚΗ 
TaKOH Bompoc. OqHaKo 3eCbh HCTOPHK MY3bIKM yoKe BPA πῇ 
MO2KeT MOMOUBL. 
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a) There is much evidence of the active use of notation 
material, found on fragile papyrus dated from the IIIth 
century B.C. to the IVth century A. D., and there is an 
absolute lack of any notation documents written on 
durable parchment in the period from the sunset of 
Antiquity until the [IXth—Xth centuries; 

b) There is an absolute lack of notation documents in 
the period from the sunset of Antiquity until the IXth- 
Xth centuries, but on the other hand, there is much 
evidence confirming, that notation was actively used 
during that period of time. 

As we can See, we are faced with a several paradoxes in 

the five centuries of the «soundless epoch». 

Could this be a result of the questionable dating of so- 
urces? We should remember that the main argument in 
this case is paleographic analysis of the documents. But 
scholarship, like it or not, adapts its paleographic ob- 
servations to accepted chronological views. Paleographic 
data, therefore, can hardly play a decisive role in verifying 
those views. 

Therefore, only a probable answer can be given to 
the cardinal question of the paradox: were there actually 
five-hundred years without a single notation manuscript 
monument? May these five-hundred years be a consequence 
of our confusion? In this case all paradoxes disappear. 

And if we are trying to view and study the problem of 
the «soundless epoch» from different angles, then we must 
research the question of the existence of those «soundless» 
centuries. Although a historian of music can hardly help in 
this case. 
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